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Gordon Yoder shooting flood damage in the Dallas area 


“For widest exposure and processing lIatitudes... 


my choice is Du Pont film,” 


says Gordon Yoder, staff cameraman in Dallas, 
Texas, for Hearst Metrotone News, /nc. 


Mr. Yoder, winner of the 1957 title, “Newsreel 
Cameraman of the Year,” in the N.P.P.A.—Ency- 
clopaedia Britannica contest, tells us that all his 
35 mm work is done with Du Pont Superior® 2 
and “Superior” 4 Motion Picture Film. 


Like all newsreel cameramen, Mr. Yoder must 
be able to count on the latitude of his fiim since 


news coverage can’t be reshot. “Regardless of 
indoor or outdoor lighting, temperature, action, 
weather, | have to come up with usable shots,” he 
says. “In addition, I can’t even process my own 


®86. w 5. pat. OFF 


Better Things for Better Living .. . through Chemistry 


film—it’s rushed to New York and developed there. 
So I can’t compensate for varied exposure by con- 
trolling the processing. 


“Despite this handicap,” Mr. Yoder continues, 
“T can still shoot confidently with Du Pont film. 
There has been only one exposure complaint from 
my office in ten years and, even then, the story 


was usable!” 


° . . 


For newsreels, commercials, features—for every TV use 
—there’s an ideal Du Pont film. For more information, 
call the nearest Du Pont Sales Office. Or write Du Pont, 
Photo Products Department. 2420-2 Nemours Building, 
Wilmington 98, Delaware. In Canada: Du Pont Company 
of Canada (1956) Limited, Toronto. 
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nce-in-a-lifetime deal 
on PRO JUNIOR* 
saves you *40! 





Here’s what you get: Regular Price The most imitated—but never 


duplicated professional Tripod | 
PRO JUNIOR TRIPOD............................... $150.00 ane . 
PRO JUNIOR CARRYING CASE..............----- 18.00 We've oiled up the hinges of our doors because 


we expect throngs of cameramen to come 


PRO JUNIOR HI-HAT (/ow-mount)................ 22.00 thundering in for this. unprecedented offer. 
Total Cost $190.00 Imagine!—world-famous Pro JuNioR Tripod, 


the professional cameraman’s standby for 
decades and the nation’s No. | best seller, in the 


YOU PAY ONLY $150.00 first money-saving deal in its history. 


Deal Expires September 30th 1958 This is CEco’s answer to President Eisenhower’s 
“Operation Upturn”. Naturally, this offer is for 


a limited time only—so we urge you to get your 
These are some of the PRO JUNIOR features: order in fast. 


e Simplified camera attaching method. 

e Adjusting telescoping pan handle 
with EXCLUSIVE adjustable angle. mail 

e Sockets for left, right or reverse tilt. 

EXCLUSIVE special pan tension adjusting brake, 

independent of pan lock. 

Cast in tie-down eyelets. 

EXCLUSIVE self-adjusting double leg locking knobs. 

Head mounts on Hi-Hat or Baby Tripod. 

Ideal for Motion Picture and TV Vidicon Cameras. 

MADE IN U.S. BY SKILLED TECHNICIANS. 



























Professional Jr. Tripod 
Carrying Case 







DEALER INQUIRIES INVITED 315 West 43rd St, N.Y. 36, N.Y. 


JUdson 6 - 1420 






CECO Professional Jr. ; YY ¢ FRANK C. ZUCKER 
r= : Dept. | 
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* Reg. U.S. Pat. Off. 2318910 


DON NORWOOD 
INVENTS NEW 
AUTOMATIC 


INCIDENT LIGHT 
EXPOSURE METER 


The world's only GENUINE 
Norwood Exposure Meter now 
made! The Automatic Norwood 
Super Director is the new inven- 
tion of Mr. Donald Norwood 
A.S.C. Associate, world-famous 
inventor of the Norwood System 
of three dimensional incident 
light exposure control. 





the NEW IR 
NORWOOD 


Professional HIGH-FIDELITY 
Color exposures — AUTO- 
MATICALLY! The three di- 
mensional NORWOOD 
Incident Light HELIOSPHERE 
assures you of absolutely 
correct exposure setting un- 
der all conditions with one 
quick reading. The exclusive 
NORWOOD HELIOVALVE 


J | 


Includes Norwood Meter, Case, 
Neckstrap, 3-D Incident Light 
Heliosphere, Reflected Light 
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Heliogrid, Automatic 


Heliovalve 


Sole U.S.A. Importer 
U. S. Photo Supply Company 


6478 Sligo Mill Road 
Washington 12, D. C. 
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Mitchell Camera installation for radar tracking studies, 
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HOW MITCHELL CAMERAS 


SUPPLY VARIED DATA IN ROCKETS 
AND MISSILES DEVELOPMENT 


e Exact Pin Registration ll 
During Film Exposure 


¢ Event Time to 1 Millisecond 


Extensive testing instruments incorpo- 
rating Mitchell 16mm, 35mm and 70mm 
cameras provide key data at the U.S. 
Naval Ordnance Test Station at China 
Lake, Calif., one of the primary weapon 
development centers of the Navy’s 
Bureau of Ordnance. 


Fifty Mitchell 35mm cameras are used 
on radars, tracking camera mounts and 
fixed tripods to record missile and rocket 
development. Camera motors allow syn- 
chronous as well as in-phase operation 












CORPORATION 


666 WEST HARVARD STREET 
GLENDALE 4.CALIFORNIA 





Cable Address: ‘‘*MITCAMCO” 









Data dial instrumentation by Mitchell camera. 


of several cameras covering a test... 
important in film assessing. Eight 16mm 
Mitchell cameras are used for pictorial 
coverage of tests. 


One metric photographic group shoots 
as much as 20,000 feet of 35mm film in 
one day. Other Mitchell cameras record 
underwater, engineering and aviation 
tests at this ordnance center. 


For information on Mitchell cameras, 
write describing your requirements. 


85% Of Professional Motion 
Pictures Shown Throughout The World 
* Are Filmed With Mitchell Cameras 





The Mitchell camera, by virtue of its 
exact pin registration during film ex- 
posure, allows these data to be deter- 
mined to a reasonably high degree of 
accuracy through the use of film assess- 
ing equipment built to take advantage 
of this feature: 
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Yaw— Side-to-side motion of missile. 
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Pitch —Up-and-down motion of missile. 
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Miss Distance—Gap between missile 
and target at point of interception. 
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Flight Time—A series of lines on film; 
timed to accuracy of 1 millisecond. 
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Position Data—Target location with 
azimuth and elevation readings. 
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Pictorial Record—Record of all visible 
actions during test. 
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‘Data—High-speed separa- 


tion actions for detailed study. 











@ Spring wound film advanc 


Fully GUARANTEED! 


% Modified 
” \ BELL & HOWELL 
' 35mm CAMERA 


with 25mm F 4.5 
B&H Lens 


‘399.50 


$ shutter and Bim wbPing Lever" 
ance’ 






®@ Takes 
2Cti vate. 

















¢ — 300 shots per wind! 












@ Uses 35mm *x 100’ daylight loading spools 
standard or color film 










Write for specifics . . ° 





Camera with 2” F 2.8 Lens—$435 
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BURKE & JAMES. INC 


321 S. Wabash Ol aliet: t-leM mm lillalels | 





Consider... 


COLBURN 
COLOR 
POSITIVES 


(Eastman Internegative-Color Print) 


for your next 
16mm release 





protect your original 

enjoy faster delivery 

finer color corrections 
uniform prints 

10 or a 1000 at lower 
costs 


GEO. W. COLBURN 
LABORATORY, INC. 


164 No. Wacker Drive, Chicago 6 
Telephone DEarborn 2-6286 


Demonstration Reel 
available on request 
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VHAT’S NEW 


... in equipment, accessories, services 
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Cord Power Distribution 


Mole-Richardson Co., 937 No, Syca- 
more, Hollywood 38, Calif. offers a line 
of cord and box sets for motion picture 
set lighting. Designed especially for low- 
wattage operation, cords are 25 ft. in 
length with one, two, or four recep. 
tacles. There is a three-receptacle box 
also with switches for controlling lights 
from a central location. 





16mm Film Processor 


Houston-Fearless Corp.. 11805 West 
Olympic, Los Angeles 64. Calif.. an- 
nounces a new, improved model of the 
Houston-Fearless Labmaster 16mm B&W 
film processor. Of modular design. it 
will process negative or positive film 
and, with the addition of an extra unit. 
also process reversal film. It is fully 
automatic, with speeds up to 40 f.p.m. 
Other features include stainless 
tanks, built-in refrigeration system and 
air-compressor, turbulation pumps on 
developer tanks, and clutch-drive film 
transport. The neg-pos model is priced 
at $4,175. complete. ready to operate. 


steel 


Miniature TV Camera 


Photo Research Corp.. 837 No. 
Cahuenga Blvd.. Hollywood 38, Calif.. 
announces the Spectra High-resolution 
Miniature TV camera, which is par- 
ticularly adaptable for use as an elec- 
tronic viewfinder when used in con- 
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junction with regular Mitchell Finder 
and Spectra monitor. 

Only 714” x 2.6” x 2.6” in size, cam- 
era uses 16mm motion picture lenses 
with standard mounts, including zoom 
lenses. Adjustment at rear permits focus- 
ing down to a few inches. Resolution: 
600 lines, 8 M.C. Illustrated data sheet 
is available from the company. 





Hot Splicer 


Hollywood Film Co., 956 No. Seward 
St., Hollywood 38, Calif.. announces a 
new combination table model hot splicer 
for 16mm, 17144mm, 35-32mm, Cinema- 
Scope and 35mm film, using one set of 
pins, Additional features include special 
scraping block, adjustable scraping 
blade, and_ thermostatically-controlled 
heating-element. List price is $329.50. 





Polydirectional Microphone 

Camera Equip. Co.. New York City. 
announces its AKG Model C-12 Poly- 
directional condenser mike which fea- 
tures a switch box for remote control 
of its directional characteristics. Fre- 
quency response is from 50 to 10,000 
cps, and range is from 20 to 15,000 cps. 
Illustrated literature is available on 
complete line. e 
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| “My AURICON functioned perfectly under Zero-Gravity conditions!” 
| ...feports Clete Roberts, World-famous News Commentator 


boats tat 


: Streaking over the top of a parabolic arc in a jet plane maneuver, Clete Roberts’ visible 
A = fa and audible reactions to the elusive and intangible phenomenon of “Weightlessness” 
, sat : were captured instantly on film by the Auricon Cine-Voice 16mm Sound-On-Film Camera. 

° The internationally famous Reporter and Commentator, with 10 years’ experience using 

Auricon Cameras, has high praise for the dependable, high-fidelity performance of 

Auricon Equipment under Zero-G conditions. 

Perhaps you also have a unique and valuable use for an Auricon 

16mm “Filmagnetic” or optical Sound-On-Film Camera? Auricon 

Equipment is sold with a 30-day money back guarantee! You 

must be satisfied. 


Write for free illustrated Auricon Catalog and prices. 


AURICON 


A PRODUCT OF 
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BERNDT-BACH, INC. =, 

6902 Romaine Street, Hollywood 38, Calif. he 

Phone HOllywood 2-0931 , a 

Te eibecai) Lye CA Sto Tees Gs AN | aes pom 
: ' = .. , i 


: ¥ ra 
MANUFACTURERS OF SOUND-ON-FILM Se “eatta  aaeuan 5 sats 
RECORDING EQUIPMENT SINCE .1931 ; : . 












16 and 35mm 


Release positive— 


GEVAERT makes 


the best in cinefilm 


GEVAERT | SALES OFFICES AND WAREHOUSES AT 

; : 321 West 54th Street, New York 19, N. Y. 
’ | THE GEVAERT COMPANY OF AMERICA, INC. 6601 N. Lincoln Ave., Lincolnwood, Ill, (Chicago) 
“ “ = 6370 Santa Monica Bivd., Los Angeles 38, Calif. 
Quality Photographic Products Since 1894 9109 Sovereign Row, Dallas, Texas 


in Canada: Gevaert (Canada) Limited 
345 Adelaide St., West, Toronto 2-8, Ontario 
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Every tv show that has won an“Emmy” 









for best cinematography was processed b i; 


CEI 


CFI processing accurately reflected all the creative talents of these cinematographers 
who have won the ‘‘Emmy”’ award: 


CONSOLIDATED FILM IN 


Complete 16mm and 35mm film services. 


959 Seward Street, Hollywood 38, Cali ~ i( ood 9-1441 
521 West 57th Street, New York 19, Ne 0210 
















1954 — Lester Shorr, A.S.C. ‘I Climb the Stairs’’ — Medic 

1955 — William Sickner, A.S.C. ‘‘Black Friday’’ — Medic 

1956 — Norbert Brodine, A.S.C. ‘‘The Pearl’ — Loretta Young Show 

1957 — Harold E. Wellman, A.S.C. “‘Hemo, The Magnificent’’ — Bell Telephone Scientific Series 
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Photographic Assignments 


Who, where and what the industry's cameramen were shooting last month. 


*Asterisks indicate commercial and television film productions. 














ALLIED ARTISTS 


@ FLoyp Crossy, ASC, “The Far Wanderer” 
(Lindsley Parsons Prod.) with Barry Sullivan 
and Peter Graves. Harmon Jones, director. 
“Crime and Punishment, U.S.A.” with George 
Steven Hamilton and Mary Murphy. Dennis 
Sanders, director. 


@ Cart Gutruriz, ASC, “Joy Ride” wth Regis 
Toomey and Ann Doran. Edward Bernds, 
director. 


AMERICAN NATIONAL 


@ Bos Horrman, “Target”* (Ziv-TV) with 
Adolphe Menjou. Dane Clarke, director. 


CALIFORNIA STUDIOS 


@ KennetH Peacu, ASC, Westinghouse in- 
dustrial film* (Roland Reed Prods.). Arthur 
Dreifuss, director. 


@ Howarp Scuwartz, “Have Gun Will Tra- 
vel”* (Filmaster Prods.) with Richard Boone. 
Various directors. 


@ Henry Suarp, ASC, Bayer Aspirin com- 
mercial* (Roland Reed Prods.). Wm. Thiele, 
director; American Legion Film. Wm. Thiele, 
director; U.S. Navy Training Film (Roland 
Reed Prods.). Arthur Pierson, director. 


@ Freer Soutucotr, “Gunsmoke”* (Fil- 
master Prods.) with James Arness and Dennis 
Weaver. Various directors. 


CASCADE PICTURES 


@ E.woop Brepett, ASC, Mars Candy Bar, 
Wheaties, Rise Shaving Cream commercials.* 
George Seitz, Jr., director. 


@ Roy Seawricut, Oasis Cigarette commer- 
cial.* Paul Vaughn, director: Swanson TV 
Dinner commercial.* Stuart Frye, director. 


COLUMBIA 


@ Gert Anpversen, ASC, “Shirley Temple's 
Storybook”* (Screen Gems) with Shirley 
Temple. Richard Morris, director. 


@ Henry Frevuricu, ASC, “Good Day for a 
Hanging” (Morningside Prods.) with Fred 
MacMurray and Maggie Hayes. Nathan 
Juran, director. 


@ Burnett Gurrey, ASC, “Gidget” (Cinema- 
Scope & Color) with Sandra Dee and James 
Darren. Paul Wendkos, director. 


* Fre JackMAN, “Adventures of Rin-Tin- 
Tin” * (Screen Gems) with Lee Aaker and 
James Brown. Various directors. 


@ Cuartes Lawton, ASC, “Miss Casey 
Jones” with Doris Day and Jack Lemmon. 
Richard Quine, producer-director. 


@ Tepv Moore, “The Man Inside” (Warwick 
Prods.; shooting in Spain) with Jack Palance 
and Anita Ekberg. John Gilling, director. 


WALT DISNEY 


° Gorpon Avit, ASC, “Zorro”* with G. Wil- 
liams. Charles Barton, director. 
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WALT DISNEY 


@ Loyat Griccs, ASC, “Tonka” with Sal 
Mineo and Fess Parker, Lewis R. Foster, 
director. 


@ Winton Hocnu, ASC, “Darby v’Gill and 
the Little People” (Walt Disney Prods. for 
Buena Vista) with Albert Sharpe and Janet 
Munro. Robert Stevenson, director. 


@ WitttaM Snyper, ASC, “Elfego Baia”* 
with Robert Loggin and Robert Simon. Nor- 
man Foster, director. 


FILMCRAFT STUDIOS 


@ Vircir Mitten, ASC, “You Bet Your 
Life,” * with Groucho Marx. Robert Dwan, 
director. 


FOX WESTERN AVE. 


@ Lioyp Anern, ASC, “How to Marry a Mil- 
lionaire”*, Various directors. 


@ Frank Repman, ASC, “The Perry Mason 
Show,”* with Raymond Burr. Wm. Russell, 
director. 


@ Cuartes Van Encer, ASC, “Man Without 
a Gun”* with Rex Reason. John Peyser and 
Chas. Haas, directors. 











AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 


FOUNDED January 8, 1919, The Ameri- 
can Society of Cinematographers is com- 
prised of the leading directors of photog- 
raphy in the Hollywood motion picture 
and TV film studios. Its membership also 
includes cinematographers in foreign lands. 
Membership is by invitation only. 


s 
OFFICERS 


Walter Strenge, President 
Arthur Edeson, Ist Vice-president 
Hal Mohr, 2nd Vice-president 
William Daniels, 3rd Vice-president 
Arthur Miller, Treasurer 
Robert Pittack, Secretary 
Robert de Grasse, Sergeant-at-Arms 


BOARD OF GOVERNORS 


Joseph Biroc, John Boyle, George Folsey, 
Lee Garmes, Milton Krasner, Victor Mil- 
ner, Joseph Ruttenberg, Paul Vogel. 


ALTERNATE BOARD MEMBERS 


Sol Halprin, William Mellor, Harold Ros- 
son, Sol Polito, Philip Tannura, Joseph 
MacDonald, Harry Perry, John Arnold, W. 
Wallace Kelley, Paul Eagler. 
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GENERAL SERVICE 


@ Neat Becxner, “The Adventures of Ozzie 
& Harriet”* (Stage 5 Prods.) with Ozzie, 
Harriet, David, and Rickey Nelson. Ozzie 
Nelson, director. 


@ Henry Suarp, ASC, “Bold Journey”* 
(Advenco Prods.). Leon Barsha, director. 


@ Harry Witp, ASC, “Bob Cummings 
Show,” * (Laurmac Prods.) with Bob Cum- 
mings and Rosemary De Camp. Bob Cunm- 
mings, director. 


INDEPENDENT 


@ Lucien Batitarp, ASC, “Anna _Lucasta” 
(Longridge Prods. for UA release) with 
Sammy Davis, Jr. and Eartha Kitt. Sidney 
Harmon, producer. 


@ Irving Gtassperc, ASC, “The Rabbit 
Trap” (Hecht-Hill-Lancaster; UA _ release) 
with Ernest Borgnine, David Brian and 
Bethel Leslie. Philip Leacock, director. 


@ Sam Leavitt, ASC “Pork Chop Hill” 
(Melville Prods.” UA release) with Gregory 
Peck and Harry Guardino. Lewis Milestone, 
director. 


@ Merepirn Nicuotson, “Missile to the 
Moon” (Layton Film Prods. for Astor re- 
lease) with Richard Travis and Cathy 
Downs. Richard Cunha, director. 


@ Joun Nicxoraus, “Blood Money” (Sparta 
Prods.) with Tom Pittman and Virginia 
Aldridge. Joel Rapp, director. 


KEYWEST STUDIOS 


@ Warten Srrence, ASC, “The Medicine 
Man” (Monopegic Prods.). Wilbur Blume, 
director; “This is the Life”’* (Family Films). 
William Claxton, director; “This is the 
Answer”* (Family Films). William Claxton, 
director. 


KTTV STUDIOS 


@ Joun Martin, ASC, “Fury”* (TPA 
Prods.) with Peter Graves and Bobby Dia- 
mond. Ray Nazarro, director. 


LINKLETTER PLAYHOUSE 


@ Avan Srensvoip, ASC, “People Are Fun- 
ny”* with Art Linkletter. Irv Atkins, direc- 
tor. 


METRO-GOLDWYN-MAYER 


@ Lucien Anpriot, ASC, “Silent Service” * 


(Calif. National Prods.). Sobey Martin, 
director. 


@ Srepuen Dane, “The Angry Hills” (shoot- 
ing in Greece) with Robert Mitchum and 
Elizabeth Mueller. Robert Aldrich, director. 


@ Roserr Krasker, “Doctor's Dilemma” 
(Color; shooting in London) with Leslie 
Caron and Dirk Bogarde. Anthony Asquith, 
director. 


@ Harotp Marzorati, ASC, Viceroy com- 
mercial.* W. Arnett, director. 


@ Harkness SmitH, “Northwest Passage” * 
with Keith Larsen. George Waggner, director. 


@ Rosert Surtees, ASC, “Ben-Hur” (Metro- 
color; camera 65; shooting in Italy) with 
Charlton Heston and Jack Hawkins. William 
Wyler, director. 


@ Harotp Wetitman, ASC, American Presi- 
dent Line commercial.* Dave Monahan, 
director. 

(Continued on Page 408) 
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It takes a team of emulsions to pro- 
duce a screened image of superb 
quality. 


And Ansco has that team. 


16mm Anscochrome Professional 
Camera Film Type 242 has gained 
universal recognition as the quality 
leader color original stock ideally 
suited for duping. 


Just combine these excellent carry- 
through characteristics with Ansco 
type 238 duplicating film and the 
team is complete. Any and all situa- 
tions are handled better, surer and 
with superior color rendition with 
this great combination. 


100 


Ansco 


PNI 6mm) 
—— 


vinKkUuMmt 


MAL CAMERA 


Here’s the team that quality built 


And use Super Anscochrome 16mm 
(exposure index 100) for all those 
tough assignments in available light 
and you will know, as many top 
cinematographers do, that the best 
comes from Ansco! Ansco, Bingham- 
ton, N. Y. A Division of General 
Aniline and Film Corp. 


Ansco 
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Professional Motion Picture 
} 
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PRECISION SOUND READERS 


Finest in sound editing equipment! 





OPTICAL-MAGNETIC 
Model 800, 16mm, 35mm and ,” 

tape. NET PRICE $259.50 
FEATURES: Simple threading; SMPTE Standard 
machined film rollers with oilless bearings; 
precision-ground shafts; polished stabilizer 
drum with needle bearings (surface cannot 
damage film). Sound track is read by placing 
it towards the operator and reading from 
left to right. (May also be read from right 





to left.) 
Complete 
Sound 
OPTICAL Reader 
Model 600, l6mm and 35mm. 
Net Price $185.00 Guide 
The ultimate in a precision op- 
tical track reader! Compact 6”x 
6”x8,” in size; 117-v 60 cyc Free 
AC amplifier 4-watt output 
heavy-duty Alnico V_ speaker on 
safety fused; orefocused socket; 
pilot light; 6-ft. heavy-duty cord. R t 
eques 





MAGNETIC 
Model 700, 16mm, 172mm, 
35mm and %” tape NET PRICE, $198.00 
Ideal for all magnetically-recorded mediums. 
Same precision-engineered features as above 
models, Reads sound tracks in either direction. 
A dependable aid to precise cutting and editing. 





Look Prices F.O.B. Factory, Brooklyn, N. Y. 

for 

= tee Designers and Manufacturers of Equipment For 
cS The Motion Picture and Television Industries. 
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REGISTRY PUNCH 


Fle 


makers of the famous 
Bowlds Animation Stand 





For an illustrated catalogue of 
our complete line of animation 


BOWLDS ENGINEERING 
1507 North Kingsley Drive, Los Angeles 27, California 





equipment, write: - = 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued From Page 406) 


MOTION PICTURE CENTER 


@ Cuaries Burke, “This is Alice”* (Desilu 
Prods.) with Patty Ann Gerrity. Sidney 
Salkow, director. 


@ Henry Cronsacer, “Wyatt Earp”* (Desilu 
Prods.) with Hugh O*Brian. Frank Mac- 
Donald, director. 


| @ Sw Hickox, ASC, “Lucille Ball, Desi 


Arnaz Show”* (Desilu Prods.) with Lucille 
Ball and Desi Arnaz. Jerry Thorpe, director. 


@ Nick Musuraca, ASC, "The Line Up”* 
(Desilu Prods.) with Warner Anderson and 
Tom Tully. Various directors. 


@ Joe Novak, ASC, “The Walter Winchell 


| File’* (Desilu Prods.) with Walter Winchell. 
| Alvin Ganzer, director. 


@ Kennetu Peacu, ASC, “Lassie”* (Jack 
Wrather Prods.) with Jon Provost and June 
Lockhart. Lesley Selander, director. 


PARAMOUNT 


@ Haskett Boces, “The Geisha Boy” (Tech- 
nicolor) with Jerry Lewis and Marie Mac- 
Donald. Frank Tashin, director. 


@ Borts Kaurman, ASC, “That Kind of 
Woman” (shooting in N.Y.) with Sophia 
Loren and Tab Hunter. Sidney Lumet, 
director. 


@ Watace Ketitey, ASC, “The Young Cap- 
tives” with Connie Stevens and Steven Mar- 


| lowe, Irvin Kershner, director. 


PARAMOUNT SUNSET 


@ Jack MacKenzie, ASC, “State Troopers”* 
(Revue Prods.) with Rod Cameron. Various 


directors 


@ Atan Srensvoitp, ASC, “Night Court”* 
(Sandy Howard Prods.) with Jay Jostyn. 
Sandy Howard, director. 

@ Lester Wuite, ASC, “Rescue”* (Cine- 
film, Inc. with Marvin Schnall. Robert 
Walker, director. 


REPUBLIC STUDIOS 


@ Epwarp Cotman, ASC, “Pete Kelly 
Blues”* (Pilot: Mark VII Ltd.). Joe Parker, 


director. 


@ Arcu Datuzert, “Buckskin”* (Bedford 


| Corp.) with Tommy Nolan. Various direc- 


tors: “Restless Gun”* (Window-Glen Prods. ) 
with John Payne. Edward Ludwig, director. 


| @ Bens. Kune, ASC, “Wagon Train”* (Re- 
| yue Prods.) Various directors. 


@ H. F. Koenxamp, ASC, Dodge commer- 
| cial.* Dave Monahan, director. 


@ Lionet Linpon, ASC, “Cimarron City”* 
(Revue Prods.). Various directors. 


@ Joun Russett, ASC, “Suspicion”* (Revue 
Prods.) Robert Stevens, director: “Alfred 
Hitchcock Presents”* (Revue Prods.) Vari- 
ous directors; “Schlitz Playhouse”* (Revue 
Prods.) John Brahm, director. 


@ Wittiam Sickner, ASC, “Leave it to 
Beaver”* (Gomalco Prods.) with Barbara 
Billingsley and Hugh Beaumont. Norman 
Tokar, director: “Bachelor Father’* (Bache- 
lor Prods.) with John Forsythe. Various 
directors. 


(Continued on Page 412) 











NAIDICH ASSOCIATES 





























Winding through 
the art and culture 
of all lands 

is that wonderful 
common denominator 
of all cultures, Film. 


Here, in Cambodia, 
General's 

researching Ambassador 
of Good Filmanship 
puts camera to eye, 
recording for us 

the stylized artistry 

of her people. 


In Cambodia, 
as elsewhere, 
we at General are proud 
to be in the picture... 








ERAL 


ATORIES CORP. 
WO. ARGYLE, HOLLYWOOD 28, CALIF. / WO. 2.6171 
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EASTMAN COLOR 


DEVELOPING 35MM (5248) COLOR NEGATIVE 

DEVELOPING 35MM (5253) AND 16MM (7253) INTERMEDIATES 
35MM ADDITIVE COLOR PRINTING 

16MM CONTACT AND REDUCTION ADDITIVE COLOR PRINTING 


INTERNEGATIVES 16MM (7270) FROM 16MM KODACHROMES 
BLOW-UPS FROM 16MM KODACHROME TO 35MM COLOR 
KODACHROME SCENE TO SCENE COLOR BALANCED PRINTING 
35MM COLOR FILM STRIP PRINTING 


























MOVIELAB BUILDING - 619 W. 54th ST NEW YORK 19, N. Y. + JUDSON 6-0360 
COLOR CORPORATION 





OUR EXPERIENCE IS YOUR KEY TO 


SERVICE & DEPENDABILITY 





CAMART DUAL SOUND READER Model SB-11 
Compl h | i ¢ 
i tien euplieemanen tc amie a dale Sn a Se ee AURICON PRO-600 and SUPER-1200 


no twisting film. An unbeatable combination with the . . . ZEISS MOVISCOP iémm Single system 16mm sound on film cameras. Latest model 






precision viewer, large brilliant 2'/,x3', picture. : : j 

Dual Reader $195.00 Cine-Voice 11 sound cameras. TV kinescope shutters, new 
Zeiss Moviscop Viewer Os $ 99.50 and used in stock, 

Special Reader Viewer Combination $259.50 















ACE CLEAR VISION SPLICER 
For polyester Cronar base and magnetic film. CAMART CAR TOP CLAMPS 


Straight or diagonal butt splices do not show on 
screen. No cement or scraping 


Standard Model ¢ 16 d 35m $62.50 camera when atop a station wagon 28.00 
—— Pewsey A& eedlggg 35mm $69.50 or car platform. Set of thee $ BARDWELL McALISTER LIGHTS 






Insure a steady tripod support for your newsreel 















a. on — $5.00 Complete stock of 750 to 1000 watt spots and 
mm x . i hk © -00. 
35mm x 66 ft $9.00 accessories rom $81.00 












CAMART TV MIKE BOOM 


Improved model with new internal 
noiseless mechanism for directional 
mike control. Sturdy construction 
of lightweight aluminum alloys 
for maximum strength and peak 
efficiency. For studio or location— 


$297.50 













a 


CAMART BABY DOLLY 


Only a four-wheel dolly will provide the balance and sta- 
bility for professional production. Adjustable seat for camera- 


man—platform accommodates $ 
OID occeccaccncccnsnnciccdstncaccncectosissmnennsspacntbetsesseanennsns 425 
Dolly Tracks Available 


ON THE WEST COAST CAMART PRODUCTS ARE AVAILABLE FROM BIRNS & SAWYER, 


de CAMERA MART 


| 1845 BROADWAY (at 60th St.) NEW YORK 23 - Plaza 7-6977- 











INC., LOS ANGELES 














DEPENDABLE 
PROCESSOR 
AT A LOW PRICE! 






HOUSTON 
FEARLESS 


16 mm Black & White 


LABMASTER 


Without a doubt the greatest processor value ever offered! Simplified design and 
volume assembly-line production make it possible to price the Labmaster far lower 
than any machine of comparable high quality. In comparing cost, remember the 
Labmaster price includes refrigeration system, air compressor, turbulation pumps 
and film magazines. It is complete, ready to operate. 


¢ All tanks, stainless steel. e Fully automatic, easy e Operates up to 40 f.p.m. 

© Neg-Pos., Reversal & operation. * Turbulation pumps on 
Microfilm models. e Exclusive H-F clutch drive developer tank. 

e Modular construction. eliminates film breakage. e Built-in air compressor. 
Reversal section easily ¢ Built-in refrigeration main- e Variable heat and filtered 
added to neg.-pos. tains proper solution air in dry box. 
model at a later date. temperatures. 


(Neg.-Pos. Model) COMPLETE $4 yl 75 Nothing else to buy 


HOUSTON FEARLESS CORPORATION 

11805 W. Olympic Bivd., Los Angeles 64, Calif. 
Please send catalogs and prices on: 
C) B&W Labmaster (0 Color Labmaster 


om 

. o 
. 

° 

. 

. 

( Camera heads [] Tripods () Camera pedestals - 
7 

. 

+. 

a 

. 

. 

. 

. 
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. FEARLESS 


0 Dollies ( Remote contro! heads 
Name ——e en 
Firm 7 exticmepcemapmminitimassssiniity 
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PHOTOGRAPHIC ASSIGNMENTS 


(Continued From Page 408) 


REPUBLIC STUDIOS 


@ Mack Srencier, ASC, “Jack Benny Show* 
(Revue Prods.) with Jack Benny. Don Weis, 
director. 


@ Eiuis TuHacxery, ASC, “Wells Fargo”* 
(Overland Prods.) with Dale Robertson. 


Earl Bellamy, director; “Restless Gun”* 
(Window-Glen Prods.) with John Payne. 
Edward Ludwig, director; “Buckskin”* 


(Bedford Corp.) with Tommy Nolan. Hirs- 
chel Daugherty, director. 


RKO-PATHE 


@ Georce Disxant, ASC, “Mr. Adams & 
Eve”* (Bridget Prods.) with Ida Lupino and 
Howard Duff, Richard Kinon, director. 


SUTHERLAND STUDIOS 


@ Gitpert Warrenton. ASC. U.S. Steel 
United Fund.* True Boardman, director, 


TELEPIX STUDIOS 


@ Ray Foster, ASC, Nutra-tonic cream rinse 
commercial.* Bob Newman, director. 


20TH CENTURY-FOX 


@ Cuartes Crarke, ASC, “These Thousand 
Hills” (CinemaScope & Color) with Don 
Murray and Richard Egan. Richard Fleischer, 
director. 


@ Mitton Krasner, ASC, “The Remarkable 
Mr. Pennypacker” (CinemaScope & DeLuxe 
color) with Clifton Webb and Dorothy Mce- 
Guire. Henry Levin, director. 


@ Witttam Mettor, ASC, “The Diary of 
Anne Frank” (CinemaScope) with Millie 
Perkins and Joseph Schildkraut. George Ste- 
vens, producer-director. 


@ Oswatp Morris, “The Roots of Heaven” 
(D. F. Zanuck Prods., CinemaScope, DeLuxe 
color: shoofing in French Equatorial Africa) 
with Trevor Howard, Errol Flynn and Juliette 
Greco. John Huston, director. 


@ Leon SuHamroy, ASC, “Rally “Round the 
Flag, Boys!” (CinemaScope & Color) with 
Joanne Woodward and Paul Newman. Leo 
McCarey, director. 


@ Leo Tover, ASC, “In Love and War” 
(CinemaScope & Color) with Robert Wagner 
and Dana Wynter. Philip Dunne, director. 


@ Freperick Younc, “The Inn of the Sixth 
Happiness” (CinemaScope; Deluxe color; 
shooting in London) with Ingrid Bergman, 
Curt Jurgens, and Robert Donat. Mark Rob- 
son, director. 


UNIVERSAL-INTERNATIONAL 


@ Artuur Artinc, ASC, Ford, Halo Sham- 
poo commercials.* Jack Daniels, director. 


@ James Drovucut, DuPont commercial.* 
Virgil Vogel, director. 


@ Puitiep Laturop, “Rawhide”* (CBS-TV) 
with Eric Fleming. Charles Warren, director. 


@® Russert Merry, ASC, “Step Down to 
Terror” with Colleen Miller and Charles 
Drake. Harry Keller, director. 


@ Currrorp Stine, ASC, Project 1018 com- 
mercial.* Albert Townsend, director. 


(Continued on Page 454) 


























CALVIN 


INCORPORATED 


MOTION 


PICTURES 


MAN ROAO 
1105 TRU ssouR! 


' 
KANSAS city &. M 


Photo shows six Arriflex 16 cam- 
eras and blimp assembled in 
one of Calvin's sound stages. 


Calvin Goes ARRIFLEX 


The CALVIN Company, Kansas City, is one of the 
most unique and respected firms in American cine- 


matography. 


It is the only fully integrated 16mm motion picture 
facility in the U.S.A. performing internally every 
phase of film production: original scripting, filming 
on its own sound stages or on location, music and 
sound-recording, animation and titling, processing 
and printing—including Kodachrome—all under the 
roof of CALVIN’S 7-story building. 





i 
FIND OUT ALL DETAILS by filling out and 


mailing this coupon. 

ARRIFLEX EQUIPMENT is available on con- 
venient long-term lease pian with purchase 
option. : 


EL LING PHOTO CORP. 
257 Fourth Avenue, New York 10, N.Y. 
7303 Melrose Avenue, Hollywood 46, Cal. 


In Canada: Gevaert (Canada) Ltd., 345 Adelaide St., West, Toronto 





=, 
an) 


The annual motion picture workshop run by CAL- 
VIN, attracts hundreds of cinematographers from 
all over the U.S.A. 


Truly, the CALVIN Company is an outstanding 
firm in the motion picture field. 


It is significant that CALVIN has selected ARRI- 
FLEX cameras to modernize its equipment. 


You, too, can save money by switching to ARRI- 
FLEX, the most versatile professional 16mm camera. 






Demonstration without obligation (of course). [_] 











Name Title. 

Company. 

Address 

City. Zone Stote 








sc lt il i i an a ci ai hl Sa oni i. dc ln on aa a 
To: KLING PHOTO CORP. oe 
257 Fourth Ave., New York 10, N. Y. Ai: 
I would like free literature: Covet 
Arriflex 16 [] Arriflex 35 [_] Lease Plan [_] 
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“For the creation of life-like 
effects—no other light source approaches 
the carbon arc.” 





THE “NATIONAL” CARBON ARC... 
NOTHING BRIGHTER UNDER THE SUN. 


ei Site) | 


CARBIDE The terms “National” and “Union Carbide” are registered trade-marks of Union Carbide Corporation 
NATIONAL CARBON COMPANY ~« Division of Union Carbide Corporation « 30 East 42nd Street, New York 17, N. Y. 
Sales Offices: Atlanta, Chicago, Dallas, Kansas City, Los Angeles, New York, Pittsburgh, San Francisco. In Canada: Union Carbide Canada Limited, Toronto. 
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Produce Rock-Steady Prints with the |FIREE! GIGANTIC CATALOG 
TEL-Amatic PRINTER bet he ra 


PROFESSIONAL continuous contact sound and pic- 
ture printer for 16mm films. Designed for color, 
black and white, reversal, sound or silent films. 
TEL-Amatic does all with rock-steady professional 
precision. Has outstanding features never achieved 
before in the low cost field 

* Semi-automatic 13 scene mechanical light change 

for frame light change 
® Large capacity of 1200 feet 


All Your Needs in 
Motion Picture 
and T.V. 
Production Equip. 


The biggest Catalog 
of its kind — 176 
pages, more than 
8000 different items 
with prices and over 
500 illustrations. For 
Film Producers, TV 
Stations, Industrial 
Organizations, Film 
Labs., Educational In- 
stitutions, etc. 


ACTION VIEWER & SOUND READER 


with many exclusive features! 


¢ Three-way aperture for sound, picture and com 
posite at main sprocket 

*® Prints over a 40-tooth sprocket for proper req- 

istration of negative and positive films. 

Lamp holder accepts CC filters for color printing. 

Footage counter and light change card indicator 

included. 











TEL-Amatic Printer complete—ready for bench or table mounting ONLY $1495 
TEL-Amatic Printer mounted on heavy floor pedestal.... F ONLY $1650 


The 3.0.5. JUMOR TRIPOD 


Vastly Improved Over 










Professional iémm_ Ediola 
Sr. Action Viewer — pro- 
jects big, clear 
serial image, 





Any Tripod in Its Class! 3”x4” — oper- 
ates left to 
right — elimi- 


For all types of medium weight cameras @ 
Outside, knurled camera tightening knob 
with angle gears @ Telescoping, offset tripod 
handle with second handle position @ Posi- 
tive pan and tilt locks, with large tightening 
levers @ Detachable, precision machined fric- 


nates film 
scratching and 
damage to 
sprocket holes 
— tension de- 
vice keeps 
image in con- 
stant focus 





tion plate @ One-piece leg locking knobs 
for quick adjustments, even tension @ Alum- 
inum leg supports with leg rest ledge— 
aluminum leg bearings @ Extra smooth fric- 
tion head—guaranteed for 5 years @ Seas- 
oned, solid hardwood legs, oil treated and 
polished—will not stick. Write for illustrated 
brochure showing complete line of tripods 





ONLY $119.50 





$.0.S. Sr. 
$.0.$. Ediola Sr. 


Viewer, 


Sound Reader & Base... 


— built-in cue 
marking device 
—hum-free am- 
plification—syn- 
chronized with 
Precision Sound 
Reader on Spe- 
cial Base or 
moy be sep- 
arated for in- 
dividual use. 








and accessories. 


(Sturdy Fibre Carrying Case $18) 


$.0.$. Optical Sound Reader....... ....-- $185.00 Write for 
$.0.S. Ediola Base only............0.................$ 49.50 brochure 


ELM NUMBERING PAYS OFF 








IMPROVE FILM TITLES 


with TEL-Animaprint ‘cou TTT 





















{ 
films i 
cause P i 
Greatest dollar for dollar value in the industry! — : i 
loss of 
time. ; 
The first sensibly priced HOT PRESS TITLE , “ 
MACHINE for high quality, fast dry lettering 
in all colors—the answer to economy and The 4 
precision accuracy in film titling. Prints dry be my ‘ 
from foil for instant use. Acme pegs assure numbers 
perfect registration on paper or acetate cells. every 
; . foot of 
Produces titles in any language — main 16, 17% 
titles, sub titles, TV commercials, slide films, ‘ ' . 
shadow, third dimensional effects, etc., etc. film. a 


May be applied to any kind of art, scenic 

or live background, including photographs. a 

Simplifies task of checking titles, footage. Replaces cve marks, 

7 . > : + 

- perforations, messy crayons, punches, embossing, etc., which 

Latest Electronic TEL Animaprint mutilate film. Work prints showing special effects, fodes and dis- 

solves require edge numbering to keep count of frames cut or 

added. Multiple magnetic tracks in CinemaScope stereophonic re- 
cordings make edge numbering a MUST. 


Only $2475—Write for illustrated brochure. 


Type heated at constant rate automatically*, despite changes 
in room temperatures. Accuracy + 1° F by Thermistar....$495 
*Fenwal's Patented Control Unit 
Write for illustrated brochure Standard TEL-Animaprint with manual control.......... —— 





AA 7 D; 


“The Department Store of the Mc 


$0.5. CINEMA SUPPL rqpp « i se 0 
rN Phone Phila 7.0440 Cable. SOSOUND 


WESTERN BRANCH — 6331 Hollywood Boulevard, Hollywood 28, California — Telephone: HOllywood 7-2124 
> FOR AN EXCELLENT BUY IN ANIMATION & SPECIAL EFFECTS CAMERA STAND, SEE PAGE 419.<< 























SPECIALIZED 


‘Ligutine caulpMent, HOLLYWOOD 


for 
Motion Picture 
Still 
and 
Television 
Studios 


Mole- Richardson bo. 


937 NORTH SYCAMORE AVENUE 
HOLLYWOOD 38, CALIF. 








Send 
Your Film 
To The 
Complete 16MM 
Service 
Laboratory 


Unsurpassed for... 


QUALITY 











SPEED 





























Personalized 
SERVICE 











MOTION PICTURE LABORATORIES, INC. 
Phone BRoadway 5-2323 
1672 Union Ave. Memphis 4, Tenn. 





She Whaster Craftsmanship 
Yfour Film Desert es 
| | 














He Overnight Service Anywhere In The United States 
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AMERICAN CINEMATOGRAPHER 


BULLETIN 


BOARD 


News briefs about the A.S.C., 
its members, and important 


industry personalities 








ON DISPLAY for ASC members at Society's June meetina was this Vinten hiah-speed instrumentation 
camera, being demonstrated by H. S$. Weisbrod (left) and Guv Hearon (2nd from right) of Benson- 
Lehner Corp., Los Angeles, to Paul Eagler, ASC, (2nd from left), Joseph Biroc, ASC, behind camera, 


and Hal Mohr, 
tripod head. 


ASC, far right. 





ERNEST HALLER, ASC, recently wound up the photog- 
raphy of Mirisch Bros.’ ‘‘Man of the West,’’ with large 
scope exteriors near Sonora, Calif. Photography was in 
CinemaScope and color. 





HANDY WITH tools as well as camera, Hal Mohr, ASC, 
recently constructed sturdy metal-sheathed carrying case 
for his Cinephon comera and accessories, which he 
proudly displays here. 


e Jury, 1958 


Cameramen exhibited creat interest in the smooth functioning Vinten 





MACK STENGLER, ASC, (right) shows Phil Tannura, 
ASC, memento given him by Jack Benny upon com- 
pletion of 4-picture series for TV—a gold money clip. 
The currency is Stengler's. 





THE ASC. at its June meeting, tendered Arthur E. 
Gavin (right) with memento commemorating his 10th 
year as editor of American Cinematographer. President 
Walter Strenge made presentation. 








Gesu! ARRI 


1000 FT. BLIMP i 







The new 1000 ft. Blimp converts the 
ARRIFLEX 35 into a full-fledged 
SOUND STUDIO CAMERA, and brings 
further versatility to the ARR!IFLEX 35 
system. It accepts the ARRIFLEX 35 with 
regular synchronous motor, and utilizes 
standard Mitchell magazines, which are 
joined to the camera by means of an 
adapter, supplied with the Blimp. No 
alterations are necessary on the ARRIFLEX 
35 or the Mitchell Magazine. 

No tools are needed. It takes but a 
few minutes to change the 
ARRIFLEX 35 from hand camera to 
studio camera or vice versa. 


Features: 
Modern acoustic damping methods afford extreme Built-in filter holder for 3x3” filter. 
sound absorption. Permits use of microphones within 3 Large Control windows for distance scale, diaphragm 


ft. of Blimp. : £m scale, footage counter and tachometer. 

Remote focus Grive from 3 positions. Wired for buckle switch which can be built into existing 

Remote diaphragm adjustment. : : . . 
cameras and is factory supplied with camera if bought 


Through-the-lens-focusing and viewing. 


Matte box with leather bellows adjustable by geared a ee 
struts. ARRI-Precision Engineered for a lifetime of trouble-free 
Large front port permits use of 18mm wide-angle lens. service. 


Adapter available to use anamorphic lenses. $3,995.00 FOB N.Y. 
A complete sound camera outfit: Arriflex 35, lenses, synchronous motor, maga- 

zine, ready to shoof, can be purchased for less than $7,000.00! Available on 

convenient long-term lease plan with option to purchase. 


<< Pe A Coe -eouoenele)-s_1e)-F-UMern! 


4 h YORK 10, N 


Tam Xelalelelohm Cl-h'2el-1a mi @elaleleloi male 
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FOR LABORATORY EQUIPMENT 


WITH ADVANCED DESIGN... KEEP UNICORN IN MIND 


UNICORN ENGINEERING CORPORATION 


1040 North McCadden Place ® Hollywood 38, California *® HO. 4 
Se R Sot SS 








-8131 
SANT 








Soon 






CLEANER 
REWIND 


For use in printing room, 

film to be cleaned can be 
quickly removed from printer, 
set Into cleaner rewind and 
printed without delay. 

Fully automatic — will quickly 
clean, remove dust and rewind 
up to 3000’ film rolls in one 
operation at 250’ per minute. 
New type air and vacuum 
squeegee unit*. 


Maximum protection against scraich- = oO L @) a T ] M E a 


ing — only edges touch machine's 








surfaces. A scientific instrument specifically designed to enhance the 
2 See ame oe ae : timer’s skill and judgement and record, simply and quickly, 
Uniform regulated windup eliminates those corrections he deems necessary to produce the desired 
scratches. results. 

Operates on film spools with either 115 : 

V 60 cycle AC also 220 V 60 cycle Simple to use. 

AC & 3 phase. P P : 

Dry cleaner — no odor — no ventilation Saves time in reaching proper result. 

required. H . : 

Automatic cutoffs when door is opened : Reliable, precise, unvarying. — ’ 

or roll runs out. Interchangeable plates permit either 16 or 35 viewing 
MODEL D — 2032 - ,35mm ene on same unit. 

MODEL D - 2034-A ,375.00 


Operates on standard 110 V 60 cycle. 
MODEL A — 4200 


* Patent Pending 


$ 2,950.00 






PRINTER ROBOT 


Rapid automatic positioning now possible on your Bell & Howell model 

D and J printers with the Printer Robot*. 

The reader automatically picks up scene exposure information which 

has been encoded in the 8-hole paper tape by Unicorn’s model A 2807 
Keyboard-Perforator. Electrical signals thus produced are fed to the 

computer decoder. These signals are then instantly decoded into tape 

feed, printer light, or stop information, and relayed to the bi-directional 
servo mechanism. The printer dial selection lever is automatically moved 

to a selected light position each time it receives a change pulse from a 

film notch, magnetic spot or conductor patch. 

FEATURES: 

More production and accuracy. 

Printer light selection lever moved accurately and more quickly than possible manually. 
Any light change or all 30 light points handled. 

Simple attachment or detachment of the servo unit onto the printer makes conversion 
complete in a few minutes, Operates on 115 V AC 60 cycle operator model #A 2805. 


* Patent Pendi 



















TAPE SPLICER 


Film splicing now assuring safe passage 
through processing. 

Automatic operation — ideal for total 
darkness. 


Pressure sensitive mylar base tape wraps 
completely around the cut film. 


Edges tied down eliminates possibility of 
film catching in processing. 


Thin, yet strong splice. 





800 splices per roll of tape. 










MODEL A - 2835 - 35mm $2,200.00 
MODEL A - 2816 - 16mm $2,200.00 

Exclusive Distributors: (MODEL A - 2870 - 70mm $2,700.00 
Special order) 


HOLLYWOOD FILM COMPANY 


precision film editing equipment SRANCH OFFICE 
956 N. SEWARD ST. 524 W. 43RD ST. 
HOLLYWOOD 38, CALIFORNIA NEW YORK, NEW YORK 
HOliywood 2-3284 LOngacre 3-1546 WRITE FOR FREE CATALOGUE 
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TEL-Animastand.. 9g 


ANIMATION and SPECIAL EFFECTS CAMERA STAND 











© Operates with any 16mm or 35mm camera 

@ Precision alignment from 2 through 24 fields 

© Massive main column (334” dia.) guide column 
(2” dia.) ground for accurate performance 

© Ball bearings for smooth zoom action 

@ Precision machining thruout with .001 accuracy 

© 60” zoom; 24” east/west, 18” north /south travel 

© 360° Rotational table; precise locking action 

© 4 counters calibrate compound; z00m movements 

© Twin heavy-duty rods support rigid, counter- 
balanced camera faceplate 

© Roller chain drive; ultimate strength 2000 Ibs. 

© Easy to install & operate. Passes thru 30’ doorway 

© Acme registration “Standard of the Industry” 

© Heavy welded steel base 

© Wt. 850 Ibs.; Ht. 9 ft. 








bnly 995 


CONVENIENT PAYMENT PLAN AVAILABLE 


Write for illustrated brochure describing 
many adaptations of the TEL-Animastand 





Here is a partial list of the many 
satisfied Tel-Animastand users: 


Associated Missile Products Corp., Pomona, - 













Photographed at 
Telefects, Inc., N. Y. C. 


ow @ Dnata tine of the Whotion P t< lure YG. ay stry 


‘0. WEST 52nd ST. NEW YORK 19. NY. @ Phone: PLaza 7.0440 © Cable. SOSGUND 
1 Branch: 6331 Hollywood Boulevard, Hollywood 28, Calif. e Phone: HO 7-2124 




















18,000 Feet High on Khumbu Glacier in the Himalayas 
with FLORMAN & BABB Pro-Cine 202 Tripod 





THE AMAZING F & B TRIPOD PERFORMS 
AT BELOW 0° TEMPERATURE AND 60 
MILE AN HOUR WINDS ON THE INTER- 
NATIONAL HIMALAYAN EXPEDITION 


We didn’t plan it this way. It just happened 
that our amazing Pro-Cine 202 Tripod 
ended up on top of the Himalayas. But the 
exclusive features of the Pro-Cine 202 were 
originally planned and designed by F & B 
and just didn’t happen. 





sees prec oer hall ~ All the improvements you could want in a 
tripod you'll find in this new and further im- 
proved model. For quality, efficiency and 
design, you couldn’t find a better tripod. 
And to top it all, the F & B Pro-Cine is priced 


20% below competitive models. 


Florman & Babb stand behind its Pro-Cine 
Tripod and guarantees it to be the best 
money can buy. F & B stands behind all of 
its own originally designed and produced 
products. 


You don’t have to go to the Himalayas to 
see the Pro-Cine Tripod. Just drop in to 
F & B’s midtown showroom to find out all 
about it. There’s a complete display of pro- 
fessional motion picture equipment you can 





These exclusive features 





originally designed by F & B: browse through while your there. Drop in 
A. Camera tightening knob —«G.._ Leg brackets firmly anytime, your always welcome. 
B. Telescoping, offset pan bolted with leg rest 
handle ~~ ledge 
C. Second pon handle position ¥. Aluminum leg tops Sold on Free 10-Day Trial Basis. 
. — pen end tilt tension |. = bani Full Money-Back Refund. 
E. Large-diameter precision end warping Friction Head is Guaranteed for 
center shaft J. Superb, seasoned, oil- Five Years. 
F. Precision-machined friction treated hardwood legs 
plate NEW LOw Price $120.00 


The F & 8 Pro-Cine 202 Tripod and other F & B Products are available on the West Coast from Birns & Sawyer. 





Fe 





Florman 
and 


Babb, Inc. 


Motion Picture Equipment 
for the World's 
Finest Film Makers 


Distributors For: 


McAllister Lights 

McAllister Crab Dollies 

Auricon 

Mitchell 

Arriflex 

Neumade Products 

Moviola 

Bell & Howell 

RCA 

Bausch & Lomb 

Colortran 

Kliegl 

Frezzolites 

Spectra 

Oxberry Animation 
Equipment 





F & B Products: 


Pro-Cine 202 Tripod 

Butt-Splicing Blocks 

Film Repair Blocks 

Magic Mylar Splicing 
Tape 

Split Reels 

Camera Slates 

Changing Bags 

Film Cement 

Leg-Lok Triangles 

... and many other 

exclusive F & B products 








FLORMAN & BABB, INcorPoraAtED 


68 West 45th Street * New York 36, N. Y. © MU 22-2928 
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QUESTIONS & ANSWERS 


Conducted by Walter Strenge, A.S.C. 








Q UESTIONS relating to cinematography 
or other phases of film production 
are invited from readers and will be 
answered by letter by Walter Strenge or 
by other qualified members of the Amer- 
ican Society of Cinematographers. Ques- 
tions and answers considered of general 
interest will appear in this column.—Ed. 





Please furnish an approximate cor- 

relation between applied voltage and 
resulting color temperature for any of 
the PAR-type lamps, when used with 
stepped-up voltage.—M. D. McC., Dallas, 
Texas. 


Answer: Color temperature is a function 
of the square root of the applied voltage. 
Over a two-to-one change in voltage, it 
can be represented by the equation: 
Color temperature: 
Te = C, VV—C, + C, 
where C,. C., Cs, are constants 


Since C, is small (in the order of 2 x 
10—) and C; is large (around 10*) the 
effect on the color temperature is much 
less than being directly as the square 
root of the voltage. C, may be around 
8, producing only a slight offset in the 
position of the curve, The particular 
values of these constants will be differ- 
ent for different lamps. However, if 
they are determined for a_ particular 
lamp from three readings, the formula 
can be used to determine the color 
temperature at intervening voltages to 
an accuracy around 15°K. Karl 
Freund, A.S.C., Photo Research Corp. 


How does the professional combine 

cartoon action with live action? I re- 
alize one could use a mask for certain 
effects, but the effect I want to make is 
where the animated character performs 
in front of the live-action background 
with live actors, without being transpar- 
ent in any way. 

My second question is: Since I have 
switched to using 1000-watt photofloods 
for illumination on my animation stand, 
I have noticed splotches of moisture be- 
tween the cels, which I press down on 
the glass plate; I find them practically 
impossible to remove. Is this caused by 
heat from the photofloods? How can I 
correct the trouble? — B. H., Bellaire, 
Texas. 


Answer: Live action and cartoon anima- 
tion may be combined by several differ- 
ent methods. A traveling matte of the 





animation can be produced by photo- | 
graphing the cartoon cels in silhouette | 


by using backlight. The cartoon detail 
image is then photographed over a black 
background on a separate negative. Suit- 
able register prints are made from these 


negatives and combined with the live | 


action—usually with an optical printer 


although contact printers are some- | 


times used, The silhouette image film is 


bi-packed with the live-action positive | 
and exposed to the dupe negative. The | 


cartoon detail image over black is then 
exposed into the area left un-exposed by 
the silhouette matte. 

Another method, which eliminates the 


need for a film matte, uses a system of | 


printing in the camera. Here the live- 
action master is bi-packed in the cam- 
era with the dupe-negative and exposed 
to the cartoon cels in silhouette by back- 
light. The live-action is thus printed, 
leaving an unexposed area of the car- 
toon figure. Removing the live-action 
master and exposing in the detail car- 
toon action over a black background 
completes the process. 

Still another and simpler system em- 
ploys process projection. Here the ani- 
mation cels are placed over a_ black 
process screen on which the live-action 
is projected from the rear. The compos- 
ite image is photographed in one opera- 
tion. Although results are usually not 
quite as good as that obtained by the 
matting process, it is simpler, faster, and 
more economical. Because of the close 
registration required between the sev- 
eral elements being combined, it is of 
prime importance that precise, solid 
equipment and a register-pin camera be 
used. Otherwise, mis-register or weav- 
ing images will result. It is also import- 
ant that the same register-pin geometry 
be used throughout the photography and 
printing steps. 

The apparent moisture splotches you 
have noticed between cels are probably 
Newton rings, which are caused where 
areas are in very close contact. Spraying 
the cels lightly with liquid wax or an 


(Continued on Next Page) 
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We lost one account 
in the past year 


Jury, 1958 e 421 











We gained 132 accounts in the past year 


(Be glad to show you why.) 


RCA & Westrex Sound Recording 


Editing 


Processing 


Printing, Color and 
Black-and-White 


* Magnetic Laminating 


CAPITAL 


FILM LABORATORIES, INC. 


1905 Fairview Ave., N. &., 
Washington 2, D.C. 
LAwrence 6-4634 


AMERICAN CINEMATOGRAPHER e Jury, 1958 


-422 « 





| 


| 


QUESTIONS & ANSWERS 


(Continued From Preceding Page) 


anti-static compound likely will elimi- 
nate the trouble—Ub /werks, A.S.C., 
Walt Disney Studio. 


I wish to produce the effect on the 
screen of a scene as viewed through 
a pair of binoculars. How can this be 


| achieved ?—R. R. P., Portland, Ore. 


Answer: If you are shooting with one 


| of the professional cameras, purchase a 
| binocular matte and place it in the cam- 


era when photographing the scene. The 


| effect of the binocular masking can also 


be produced when the film is printed, 
by a laboratory equipped to do special 
optical effects.—Ray Mercer, A.S.C. 


I would like to know how the “invis- 

ible man” process is done; also if it 
can be done in color as well as in black- 
and-white.—VW.. D. Hammond, Ind. 


Answer: The “Invisible Man” was ac- 
complished by the use of a process in- 
vented by Frank D. Williams in 1916, 
under patent No. 1273435 issued to him 
July 23, 1918. A copy of this patent (ob- 
tainable from the U.S. Patent Office in 
Washington) will fully describe the 
process. The method is generally re- 
ferred to as the traveling matte process 
and is now in general use by the motion 
picture industry. It can be used in col- 
or productions as well as those in black- 
and-white.—John Fulton, A.S.C. 


How do you make a title with white 

but shaded letters superimposed on 
live-action scenes? Another complicated 
form of this titling is observed where 
the titles are dissolved into the next ones 
without necessarily changing the live ac- 
tion background, which continues all 
through the series of main credit titles. 
How is this done?—S. S., Istanbul, Tur- 
key. 


Answer: Most professional titles are 
made by hand-lettering the text on glass 
in color or black-and-white. The title 
glass is photographed from the front, 
with a black backdrop behind. The back- 
drop is then removed and the title shot a 
second time, with a light coming from 
behind the glass, and this serves as a 
matte. The matte is run optically with 
the background in the printing, which 
produces the effect desired, with fading 


_ or dissolving being accomplished where 
| necessary.—Ray Mercer, A.S.C. . 
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THE FINEST IN FILM EquiPMENT FROM BIRNS & SAWYER 





ARRIFLEX “16” MAGNASYNC 


Rugged, versatile 16mm Arri Finest, most dependable sound record- 

with reflex viewing, divergent ers —for all producers, for all budgets. 
Unit shown is all-new X400-15, single- 
case top quality system with playback 
monitor amplifier, loudspeaker, in com- 
pact package. Write for new catalog, 
1958 rental list. 


turret, registration pin, vari- 
able motor, is most desired 
camera today. In stock. 













(Arri 16s and 35s, blimps, lenses 
rented by day, week or month) 


wm 91625 


MOVIOLA J. G. MCALISTER PRECISION AURICON 


ahts 





RENT 
OR BUY 
WE 


OXBERRY weet” COLOR-TRAN MASTERLITES 


Acknowledged leader in 
animation stands and 
equipment Oxberry chose 
Birns & Sawyer to distrib- 
ute new professional 
stand in West. Unit at left, 
complete with compound 


ony 93950 









BELL & HOWELL PRESTOSEAL NEUMADE 

















Packaged, suitcase lighting 
for quick set-ups, high watt- 
age, easy transport. Save 
I} ‘time, effort and money with 
i jes ColorTran equipment. Get 

our price and rental quotes. 


| rom 930.15 
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CINEMATOGRAPHER Joseph Ruttenberg 


Location-Shooting In Paris For Gigi 


(standing) aids 
and assistant place camera for a low shot on Paris street corner. 


operator 
Dolly tracks, 





RUTTENBERG lines up shot through finder of low-mounted camera. 
a French development, 


are of advanced design. 


er 


Joseph Ruttenberg’s imaginative moving camera shots in color 
and CinemaScope play big part in enhancing action staged in 
Maxim's, the Bois de Boulogne and other Parisian locales. 


pig ae “GIGI” on the screen, you 
are scarcely aware that it was pho- 
tographed for the most part on actual lo- 
cales in France; that the scenes in Max- 
im’s were really filmed in the renowned 
Paris restaurant; and that the Parisian 
streets, boulevards and parks are the 
real thing. And you'll likely be oblivi- 
ous of the moving camera, so skillfully 
and abundantly used throughout most of 
the picture, that creates for you a real- 
istic sense of participation in the drama 
so that you seem to move right along 
with the players and become part of the 
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By ARTHUR E, GAVIN 


delightful experiences unfolding on the 
screen. 

With all due respect to the fine script, 
the artful direction and the grand per- 
formances of the principals, it is the 
photography—skillfully planned and ex- 
ecuted—that plays a very large part in 
the success of this MGM color produc- 
tion, now in its premiere release across 
the country. 

“Gigi,” the story of a young girl, her 
familys absorption with romance and 
her own magnetism for a wedding ring, 
is laid in Paris in the Gay Nineties 
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—one of the most glamorous, flamboy- 
ant, and charming eras the world has 
ever known, “when men had time to 
love and women had nothing else to live 
for.” 

In choosing Joseph Ruttenberg, 
A.S.C., to photograph “Gigi,” director 
Vincente Minnelli, who has a passion 
for moving camera shots, acquired both 
an expert craftsman and a recognized 
exponent of the “fluid” camera. During 
his long and successful career at MGM, 
Joseph Ruttenberg has achieved photog- 
raphy with a boom-mounted camera that 























has won high praise from his contempor- 
aries and contributed largely to the pho- 
tographic achievements that have netted 
him three Academy Awards (“The Great 
Waltz.” 1938; “Mrs. Miniver,” 1942; 
and “Somebody Up There Likes Me,” 
1956). 

Ruttenberg’s “fluid” camera _tech- 
nique and his skill in overcoming the 
many problems encountered in shooting 
within the mirrored splendor of Maxim’s 
comprise the important story of the pho- 
tography of “Gigi.” Ruttenberg’s years 
of experience shooting overseas (he’s 
photographed six pictures there to date) 
has acclimatized him to the vicissitudes 
usually encountered by Hollywood cam- 
eramen when making pictures in Eng- 
land, France, Italy and other continental 
locales. Here he found local technical 
personnel eager and willing, but unac- 
customed to the techniques and produc- 
tion shortcuts of Hollywood. In this re- 
spect, however, Ruttenberg found them 
eager students and passionately devoted 
| to improving their methods and better- 





ing the lot of French motion picture 
technician. 

“It would be a splendid thing for both 
Hollywood and foreign studios,” he says, 
“if there could be more interchange of 
industry ideas, so that production opera- 
tions could be universally standardized.” 

On the “Gigi” assignment, Ruttenberg 
f found something in equipment that not 
only excels anything yet developed by 
Hollywood studios, but which very great- 
ly facilitated executing the often compli- 
cated moving camera shots for the pic- 
ture in Paris, This is a camera dolly and 
tracks developed by a French motion 
picture technician. The unique tracks 
are shown in the accompanying photos. 














HERE AGAIN camera is mounted low for an exterior shot in Paris for ‘‘Gig’.”’ 
Ruttenberg (hatless, left foreground) is discussing essentials of the take with 
technicians. 


Note booster light with filter mounted before it at extreme left. 























LESLIE CARON’S makeup 
for “‘Gigi'’ comes in for 
close scrutiny by pro- 
duction designer Cecil 
Beaton (center) and cine- 
matographer Ruttenberg 
during pre-production 
filming of tests for the 
picture in Hollywood. 


Made of tubular steel and assembled in 
strongly-welded sections of convenient 
length, the track sections can be joined 
together quickly and made fast by means 
of a novel locking device not unlike an 
oversize screen-door hook. The track is 
made in curved as weli as straight sec- 
tions, and there are also “X” sections 
which permit the dolly to make abrupt 
right angle moves. Ruttenberg used this 
equipment extensively in shooting ex- 
terior action demanding a moving cam- 
era, and also for some dolly shots made 
in Maxim’s. 

With a director who knows when to 
use the moving camera and a cinema- 
tographer who is skilled in planning and 
executing such shots, from a technical 
standpoint the production represents ex- 
cellent examples of this cinematic tech- 





ONE OF FEW static camera shots filmed for “‘Gigi."’ 
is one of many beautiful parks in Paris. 
were used earlier for long trucking shot. 
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nique. The boyant mood of “Gigi” is 
greatly enhanced by the strong pattern 
of visual movement; even scenes which 
at first appear static metamorphose from 
a medium to a close shot or undergo a 
subtle change in camera angle through 
expert maneuvering of the dolly- or 
crane-mounted camera. The camera fol- 
lows a player walking; a couple stroll- 
ing the park; or Jourdan or Chevalier 
singing one of the many lively Lerner- 
Lowe numbers created for “Gigi.” The 
addition of camera movement to the 


photography of these scenes marks a 
new and pleasing departure in song 
presentation on the screen. 

To dolly, follow or truck the camera 
shooting such action, the camera crew 
laid dolly tracks in such locales as the 

(Continued on Page 440) 





Location 
Note tracks which 
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/ Mole-Richardson Butterfly 


Softens shadows in 
harsh sunlight. Sturdy 
light-weight frame 
knocks-down easily. May 
be mounted on any 
suitable stand. Size of 
frame is 6’ sq. Weighs 
5 lbs. Other components 
may be purchased. 


$30.00 Frame and net 


JEFRONA All-Purpose Film Cement 
and GTC-S9 Lens Cleaner 





Jefrona all-purpose cement holds film splices 
firmly because of its greater adhesive qualities. 
Prevents costly breaks. 

GTC-59 Lens Cleaner cleans and degreases in 
one application. Leaves super smooth water and 
dust repellent surface. Smear-proof, anti-static. 


Jefrona Cement — | oz. $ .40 — 1 pt. $ 2.50 


I qt. 4.75 —1 gal. 18.00 
GTC-59 Lens Cleaner —$1.00 per bottle. 







































Fiimiine Model R-90 Processor 


A 16mm Reversal & Negative-Positive processor 
with completely controlled processing. Has ex- 
clusive “Temp-Guard” system; no floating eleva- 
tors. Allows speeds to 90 ft. per minute without 
worry about film breaks. 
$14,800.00 Other Filmline Processors 

from $1,241.00 





Fishpole 3-Section Microphone Boom 


Has unique cueing feature which allows operator to rotate 
microphone while recording. Fishpole boom adaptor for Gobo 
Type stand enables operator to pivot, cue, telescope, and tilt 
boom while recording. Fits standard Mole-Richardson stand. 
Has locking feature for static boom shot. 
$45.00 Boom with cueing device 
45.00 Fishpole adapter 





Magnasync Magnaphonic Recorder 
Model X-400 Type E-15 


A one case, self-contained, magnetic film recorder with direct 
coupled, high resistance torque take-up motor. Features built- 
in footage counter, play back amplifier and speaker, and 1200 
ft. film capacity. Meets SMPTE standards. 

Model X-400, Type E-15 (illustrated) $1,385.00 
Other Magnasync recorders priced from $ 985.00 





Elwood Foto-Meter 


Pinpoints light readings with fantastic accuracy. Reads very 
small areas of light in subject, from any distance or position. 
Is not affected by background lighting. Calibrated for ASA 
ratings from 6,400 to 0.2; f-stops from f-1 to f-45; movie fps 
16, 32, & 64. 

$97.50 














When you make commercial films, the 


budget is sacred. It isn’t like the old days in 
Hollywood when a big name director could 
go a couple of million over his budget — 
and get away with it. Today if you exceed 
your budget, it very likely will come out of 
your own pocket. So do what other smart 
producers, directors, cameramen and sound 





Arritiex 35, Model ll B. 


A mirror reflex camera with direct, through-the-taking-lens 
focusing and viewing, and a three-lens turret. Electric 
motor is rheostat-controlled and drives camera at 
continuous speeds from 5 to 50 fps. Model LB features 
stronger hand grip motor to pull new 400’ color magazine. 
The portability, ruggedness, and dependability 

of the ARRI 35 make it a standard among 

cameramen the world over. 


SALES - SERVICE + RENTALS. 


ADDITIONAL PRODUCTS Camera Equipment Company offers the world’s 
largest and most comprehensive line of professional cameras, accessories, 
lighting and editing equipment. The quality product isn't made that we don't 
carry. See our splicers — exposure meters — projectors — screens — marking 
pencils and pens — editors gloves — editing machines, racks, barrels, and 
tables —— stop watches. 


FRANK C. ZUCKER 


(+ AMERA EQUIPMENT (O..INC. 


engineers do. Consult Ceco. Our experts 
have the know-how about equipment and 
money-saving techniques. We carry the 
world’s largest assortment of professional 
cameras, lenses, tripods, recording, editing, 
lighting, laboratory and processing equip- 
ment, etc. There is never any charge at CECO 
for consultation. 





Come by for help with any 
problem, large or small. 





AKG Polydirectional Condenser 
Microphone Modei C-12 


Especially designed for TV, High Fidelity 
Recording and Sound Film Studios. Features 
switch box for remote control of directional 
characteristics, providing omni-directional,card- 
ioid, figure-8 and -6 intermediary patterns. Ad- 
justable mike to conform with studio reverber- 
ation. 
Model C-12 $775.00 
Other AKG Microphones from $ 13.50 





Dept. A 315 West 43rd St., New York 36, N. ¥. JUdson 6-1420 














ARTHUR FEINDEL, ASC, lines up start of intricate boom 
shot that opens Ford Thunderbird TV commercial. 





BOOM-MOUNTED CAMERA is lowered and moved forward to catch 
the new 4-door Thunderbird as it is driven onto ballroom floor. 


OW THE EXPERT camera work of Hol- 

lywood’s directors of photography 
backed by the unlimited facilities of the 
studios can lend greater production val- 
ue to TV film commercials is exempli- 
fied in a three-minute commercial re- 
cently produced at Warner Brothers’ for 
Ford Motor Company to introduce its 
new 4-passenger Thunderbird. It was 
photographed by Arthur Feindel, A.S.C., 
veteran cinematographer now photo- 
graphing films for television. 

Before the production of TV commer- 
cials on film became the big business it 
is today, many considered commercials 
something to be filmed in a spare room 
with a Cine-Special and a couple of pho- 
tofloods. Today, not only are there 
scores of motion picture producers from 
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coast to coast devoted to filming com- 
mercials for television, but nearly every 
major studio in Hollywood now has a 
department set up for their production; 
and it is here that the commercials of 
more and more of the big national ad- 
vertisers are being turned out. 

Major factors responsible for the 
swing of big-budget sponsors to studio- 
produced commercials are the studio's 
know-how and the top-quality photogra- 
phy and lighting afforded by the studios’ 
wealth of experienced technicians work- 
ing with the best cameras, lights and re- 
lated equipment. As with the Ford 
Thunderbird commercial, those made by 
Warner Brothers TV Commercial and 
Industrial Film Division take on the 
appearance of a major production, and 
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Expert Photograp lel 


By JOHN FORBES 


LIGHTS, CAMERA and mike were moved in closer for shot of actor 
Dick Powell introducing the new car. 


the resultant quality is readily apparent 
in their transmission. 

Specific purpose of the Thunderbird 
commercial was to introduce its new 4- 
passenger model. An elegant car, ele- 
gance was to be the dominant visual 
note. It was decided to open up on a 
plush hotel ballroom and then bring the 
new car on the floor for the approval of 
the formally-attired dancers, Actor Dick 
Powell then was to appear in the midst 
of this elegance and make the commer- 
cial announcement. 

The photography was carefully 
planned in advance, just as with major 
feature productions. Cinematographer 
Feindel sat in with production supervis- 
or David DePatie and others to lend the 
benefit of his experience in lighting and 




















The filming of this Ford Thunderbird 





phiends Production Value To Ford Commercials 


television commercial took on 


the appearance of a major production, photographed as it was 
on a Warner Brothers’ sound stage by veteran cinematographer Arthur 
Feindel, A.S.C., using the best of camera and lighting equipment. 


IN A NEW SET-UP, Feindel'’s camera focuses on a side-view of the 
Thunderbird as Dick Powell continues to point out its features. 





DICK POWELL and director Dave Monahan discuss merits of new 
camera set-up proposed by cinematographer Feindel (center). 





photography and thus simplify the pho- 
tographic procedure once production got 
under way on the sound stage. How this 
pre-planning paid off is illustrated in the 
unique visual impact given the commer- 
cial’s opening by means of an intricate 
boom shot conceived and directed by 
Feindel. 

The commercial opens with the cam- 
era high above the stage, looking down 
upon the couples below dancing to the 

(Continued on Page 448) 


DIAGRAM SHOWS overhead view of 
stage and ballroom set where Thunder- 
bird commercial was photographed. Po- 
sition of camera boom is shown, also 
path taken by boom in moving in and 
down as the Thunderbird is driven onto 
ballroom floor. 





SKY BACKING TRANSPARENT 
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AROUND THE WORLD WITH MAGNASYNC 
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poona, india 


Resting peacefully in a tertile valley, 

toward the interior of India, is Poona, home 
of Prabhat Studios, the oldest motion 

picture facility in the “Jewel of the Orient’. 
Here, Magnasync executives stop on their 

trip around the world to inspect one 

of the many International Magnaphonic Sound 
System installations. Left to right: 

Mr. Shankarao Damle, Chief Sound Recordist 
of Prabhat Studios; Mr. S. N. Sengupta 

of Kine Engineers (Kapila, Sengupta, Rao); 
Mr. Mohammed, the Chief Cameraman 

of Prabhat Studios; the actor sitting near the 
Magnasync Recorders is the well known 
Indian actor, Mr. Jagirdar. 





The severe heat.and humidity in India demand 
that equipment be crafted to perform faithfully 
under extreme environmental conditions. The popular 
35mm “Type 5” has met that challenge and earned 
an enviable reputation in the expanding Indian 
film industry. Numbered among the famous 





studios and producers using Magnasyne are 


Als Productions . Madras Sound Services. . . « Bombay 
Golden Studios Private, Led Madras Sharad Productions . . . . . . Bombay 
Sarathi Films Private, Ltd . Madras Citizen Films =e ae el 
AVM Studios . « Madras Filmistan Studios. - « « « Bombay 
Bharani Studios Madras Mehboob Productions Private, Led . Bombay 
Prabhat Studios. Poona Guru Dutt Films Private, Led. . . Bombay 


MAGNASYNC MANUFACTURING CO. LTD. 


MACK if y ql 5546 Satsuma Avenue, North Hollywood, California 





rn International leaders in the design and manufacture of quality magnetic film recording devices 


legnapohienic 


SOUND SYSTEM 











DEALERS NEW YORK: Comero Equipment Co., 315 W. 43rd St., New York 36, N. Y.; LOS ANGELES: Birns & Sawyer Cine Equipment, 8940 Santa Monica Bivd., 
JUdson 6 1420; Cable ““CINEQuUIP.”” los Angeles 46, Calif.; Olympia 2-1130. 
a —— Service, Inc., 3252 Foster Ave., Chicago 25, II!.; INDIA: Kine Engineers, 17 New Queens Rood, Bombay, Indic. 
SAN FRANCISCO: Brooks Comera Co., 45 Kearney, Sen Francisco, Coalif.; JAPAN: J. Osewo & Co., Utd., 5 Ginza Nishi 2-Chome, Chuo-Ku, Tokyo, 
EXbrook 2.7348 Japon; Tel: Tokyo 56-8351-5; Cable ““OSAWACO. 
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WHAT KIND OF LIGHTING 
AND GRIP EQUIPMENT 
DT Oe 40} CRO p 2s 39 DY 


Arcs, inkies, century stands or 
reflectors? What sizes do you 
need? 10,000 watt, 225 amp? 
From the largest arc to the 
smallest inkie, from grip equip- 
ment and props to sleek DC 
generator trucks, you'll find 


it at Gobo Mee. 


LIGHTING THE MOTION PICTURE INDUSTRY SINCE 1921 


GAD 
G SALES-RENTALS-SERVICE 
OFD> wie. 333 West S2nd Street, New York City, 
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DUBBING AN AUDIBLE EFFECT for a scene for TCF's “A Nice Little 
Bank That Should Be Robbed."’ For required sound of footsteps, two 
men (center) supplied the footwork in sync with screened action. 
Sound was picked up by stereophonic microphones at end of 


* 


foreground. 


elf 
«...8 


* 





7 . 


lowered boom and channeled to recorder through mixer in right 
Track was later integrated with the picture by the 
sound editing department. (All photos courtesy of Action Magazine, 
20th Century-Fox Studio Club publication.) 


Sound Dubbing—A Specialized Recording Technique 


Not all the film sound you hear is recorded simultaneously with 
the picture. If an actor “fluffs” a line or some extraneous noise in- 


trudes on an otherwise good take, the sound is recorded again and 
dubbed in later. Many sound effects are also dubbed. 


By 


ROM THE VERY BEGINNING of the sound 
F ous picture era, great care has 
been taken to capture in recording all 
the sound in the picture with the utmost 
realism, Today, sound editors find val- 
idity in the old Chinese proverb, “One 
picture is worth ten-thousand words,” 
where the picture’s sound is realistically 
recorded and its sound effects subtle and 
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BOB 


WEATHERFORD, 


Sound Editor, 20th Century-Fox Studio 


unobtrusive. Movie-goers, generally, take 
all of the sound in today’s pictures for 
granted, unaware that in many instances 
much of the dialogue and some of the 
sound effects are dubbed in later by the 
sound editor. 

In the not too distant past, before the 
modern techniques of sound editing 


were developed, the use of dubbed dia- 
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logue was quite limited. On the sound 
stage during shooting the word was 
“quiet!” No one moved or whispered. 
The only sounds recorded were the ac- 
tors’ dialogue. Occasionally though, 
from out of the blue, came the putt-putt 
of an airplane motor, and production 
had to halt until the sound mixer de- 
clared the plane out of range of the mi- 
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crophone. Then, everyone crossed his fin- 
gers while “quiet” ran through the chain 
of command, and they had another go at 
it. The sound department even had bal- 
loons flying from the tops of their high- 
est stages to indicate to planes that 
shooting was in progress. 

Now. however, with the advent of 
magnetic film, and the heretofore men- 
tioned modern techniques of sound edit- 
ing, the sound stages are not so quiet 
and the assistant director merely says 
“shh.” The balloons have vanished and 
the roar of sports cars can be heard on 
studio streets. If any extraneous sounds 
venture into the sound tracks the by- 
words are “dub it!” 

To the uninitiated, this means that 
photographically the take is acceptable, 
but the sound recording was marred by 
unexpected extraneous noise, and there- 





fore the dialogue must be recorded 
again and dubbed-in later by the sound 
editor. 

A typical re-recording session for 
dubbing is illustrated in the photo at top 
of this page: here the actor, on cue, 
will repeat his lines as he watches his 
image projected on the screen—the take 
that previously was ordered dubbed. 

The decision to dub doesn’t always 
occur following a take. Very often a 
flaw in the sound is not discovered un- 
til the track is reviewed by the sound 
editor. In the usual procedure at 20th 
Century-Fox Studio, the Sound Depart- 
ment reviews the dailies the scenes 
shot the previous day and decides 
which scenes should be dubbed and noti- 
fies the film editor, who in turn notifies 
the Continuity Department. Typewritten 


(Continued on Page 447) 





CRIES, HOOTS, rustles, cricket chirps 
—and practically any other sound 
you can name—is available already 
recorded in TCF’s Sound Film Library. 
Spotiing such sounds in the track of 
a film is the specific job of the sound 
editing department. 








ACTOR BOB EVANS (left) watching scene on screen 
before him, rehearses dialogue to be dubbed for tense 
murder scene in TCF's “Quick Draw at Fort Smith.” 
The sound editor gets set to cue Evans, while boom 
operator watches proceedings in background. All wear 
headphones through which they receive instructions 
from recordist in sound department. 


FROM THE STUDIO'S extensive Mechanical Effects De- 
partment, a sound editor selects devices which will 
produce the right shipboard sounds for a p-:cture. 
Recording sound of real thing is always preferred to 
using stock sound-effects tracks because former is 
easier to sync with the picture. 
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PHOTOGRAPHING an animated cartoon in Vista- 
Scope and color with modern multi-plane animation 
camera stand in Walt Disney Studio. Background panels 
yet to be photographed are at (1); the animated 
action cels at (2). The animator follows instruction 
sheet (3) while camera operator above maintains 
watch on the camera (4). (Photo copyrighted by Walt 
Disney Productions.) 


MODERN ANIMATION equipment, such as this, is used 
daily in the production of animated films for TV and 
industrial and training films. (Photo courtesy Animation 
Equipment Corporation.) 





ANIMATED FILM TECHNIQUES 


First of a series of articles detailing the modern techniques 
of producing animated films, from inception of the story idea 
to completion of the final release print. 


OTION PICTURE ANIMATION, which 
M received its greatest impetus with 
the advent of Walt Disney’s “Mickey 
Mouse” cartoons, is today one of the 
industry's important production tech- 
niques. Not only is it used in produc- 
ing entertaining one-reel short subjects, 
but feature-length films and fantasy 
sequences in combination with live 
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By CARL FALLBERG 


action as well as novel effects in titles. 
More recently, however, it has become 
an important technique for producers 
of teaching films, and during the past 
five years, the use of animated films 
for TV commercials and industrial proj- 


ects has grown at a startling rate. Obvi-° 


ously, there has been created an exten- 
sive technique in this field in which 
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the various steps in the production of 
animated films has become specialized, 
requiring trained technical personnel. 
Assembly line methods are essential 
to successful animated cartoon produc- 
tion on anything approaching a com- 
mercial scale. It is technically possible 
for one person to do everything from 
the first preliminary story-sketches to 
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photographing the finished drawings on 
film; but there is such an infinitude 
of detail involved (if you count the 
sketches and tracings, there are prob- 
ably two or three drawings to be made 
for every frame in the completed film! ) 
that the number of hands doing the 
work simply must be multiplied. And 
if the product of these many hands and 
brains is to be a coherent whole, their 


work must be coordinated—standard- 
ized—-to get the desired results, 


Standardization, then, is the neces- 
sary element in animated cartoon pro- 
duction. Conformity of methods and 
systematized procedure is absolutely 
essential in all phases of the produc- 
tion of a cartoon—from the initial story 
idea right on through to the finished 
print. A picture passes through so many 
different hands during the course of 
production that confusion would result 
from inconsistent methods, After all, a 
cartoon studio is a factory in which 
entertainment is manufactured by the 
assembly-line method; and the secret of 
success on the assembly line lies in doing 
the job the same way each time, for a 
uniform result, 

However, it isn’t as uninspirational as 
it might sound. There is no reason to 
believe that cartoons are suffering be- 
cause of the system used in their pro- 
duction. All it really amounts to is 
organized, disciplined thinking. Good 
results in any endeavor are obtained 
only by intelligent, practical efforts to 
produce those results. It doesn’t mat- 
ter whether the tool used is a shovel, 
a lathe, or a brain. 

The time and thought that goes into 
developing a cartoon story must be well 
organized in order to meet rigid pro- 
duction schedules. Ideas don’t “just 
come.” They have to be ground out 



































SKETCH ABOVE shows principle of multiplane ani- 
mation camera which gives 3-dime-sional effect to 
animated pictures made by this method. 
































A “MODEL SHEET’’ prepared for Wali Disney's memorable production ‘‘Bambi."’ 


Model 


Sheets guide animators in maintaining uniformity in size and perspective of characters; 
show typical expressions of the character as previously developed during the story's 


preparation. 


by a conscious process, Creative think- 
ing has to be disciplined to eight hours 
a day, five days a week. A story man 
in a cartoon studio has to let his mind 
wander freely, but keep his feet on the 
ground at the same time, He has to 
create by the clock, so to speak, 

Story work on a feature cartoon fol- 
lows the same procedure as that on a 
short, except that the time and money 
budgets are naturally greater. A short 
cartoon (l-reel) requires from three 
to six weeks for story work, whereas 
a feature story might be in process of 
development for a year. On features, 
too, there is usually a lot of side-work 
connected with research on settings and 
characters, 

It’s necessary in a discussion of this 
sort either to strike averages or to cite 
specific examples when mentioning 
methods and procedures. Since the 
Walt Disney studio has more or less 
set the standards for the whole indus- 
try, it might be just as well to use as 
an example here the general produc- 
tion procedure that an average cartoon 
goes through in the Disney plant. 

Most of present-day cartoon story 
material is original, being developed 
within the studios. Even when an idea 
is borrowed from an old fable or fairy 
tale, the context and “business” has to 
be altered and modernized for cartoon 
treatment, so that usually very little 
remains of the original story but the 
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characters and basic story line. 

This isn’t without justification, for 
some of those old fairy tales get pretty 
gruesome, full of murders, torture, and 
assorted mayhem. Even in the original 
version of “Snow White,” the wicked 
queen ended up by rolling down a hill 
in a nail-studded barrel. This sort of 
stuff, obviously, can’t be used. 

However, details like this are not 
what limit the use of most fairy tales. 
Other factors have to be considered: 
general audience-appeal, sympathetic 
characters, familarity of subject-mat- 
ter, and so on. Then again, it’s found 
to be about as easy to cook up an 
original cartoon story as it is to adapt 
a fairy tale or fable. 

Whatever the source of the material, 
the first job of the story man is to de- 
velop a rough, over-all continuity as 
quickly as possible, without worrying 
too much about the various gags or 
detailed. staging of business at this 
point, 

A story man in a cartoon studio isn’t 
a writer, in the literal sense of the word. 
He doesn’t write his ideas out, or type 
them, like a writer in a_ live-action 
studio, but illustrates them with rough 
sketches. He might scribble or type 
the bare outline of the picture, or, as 
he’s sitting in his room courting inspi- 
ration, may jot down the ideas and 
gags as he grinds them out of his brain, 

(Continued on Page 444) 
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16MM MOVIE-MAKING led Bert |. Gordon to 
Hollywood where he's now producer-director of 
suspense-fantasy films. 


NE OF THE REAL Cinderella stories of Hollywood is the 
& pr hflenet of 35-year-old Bert I. Gordon, who rose 
from an ambitious 16mm amateur to a full-fledged Holly- 
wood producer-director in less time than it takes a kid to 
grow to bubble gum age. It’s the kind of success so many 
aspiring 16mm nonprofessionals dream of but rarely, if ever, 
accomplish. 

Hollywood is noted for its cold disdain for the aspiring 
amateur and for this reason Gordon’s rise to success is all the 
more startling. Those who have seen such films as “The Cy- 
clops.” “The Beginning of the End,” “The Fantastic Pup- 
pet People,” and “The Colossal Man” most certainly were 
impressed with the ingenious special effects which produced 
with startling realism on the screen a gigantic one-eyed mon- 
ster, giant grasshoppers overwhelming a city, people only 12 
inches high, and a bald-headed giant who menaced a popu- 
lace. In addition to producing and directing these pictures, 
Gordon conceived, developed and executed the special effects 
that were so essential to each production. These were low- 
budget pictures, and the effects—normally considered a costly 
item in standard major studio operations—had to be low- 
budget, too. Gordon had already developed an ingenious 
flair for this sort of thing. He had come up the road of film 
making the hard way—self-taught, inventive, and with a 
tremendous imagination. 

Gordon’s professional aspirations received their first im- 
petus while he was attending University of Wisconsin. He 
photographed and produced the university's 16mm newsreel, 
which later became a regular weekly release in local theatres. 

With advent of World War II, he went into service and 
tried to get into one of the motion picture divisions. The 
army decided they wanted him in Radar. After he was mus- 
tered out, he plunged into film making again, this time de- 
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HOLLYWOOD IfU 


By FREDERICK FOSTER 


> tod 








GORDON employed combination of split-screen photography and over- 
size sets to produce scenes such as this for ‘The Fantastic Puppet 


People.’ 


termined to make something of it. By a strange turn of luck 
that even he finds difficult to explain, he went after and got 
a commitment to produce a series of TV commercials for 
Chevrolet. Then he suddenly realized he had never before 
made a sound film! 

But if he didn’t know how to put sound on film, Gordon 
knew where to look for advice. He telephoned the labora- 
tory in Chicago that had been doing his processing and 
stated his problem. The lab gave him step-by-step instruc- 
tions which involved for Gordon a sizeable toll charge on 
his telephone bill. He set to work on the commercials and 
soon had completed the first six of an order for thirteen. 
The films were edited in his living room on a card table. 

Most men who today are successful film producers, tech- 
nicians, writers or directors, usually got their start in some 
nominal job in a studio. Gordon, on the other hand, is self- 
taught and highly practical. From the very beginning of his 
serious film making, he’s had to learn everything himself 
without benefit of a professional at his side—which is the 
reason, no doubt, that he knows so much about every facet 
and phase of motion picture production. Earlier, when the 
TV film commercials he produced required animation, he 
found professional animation equipment beyond his means, 
so he built his own. He taught a college art student how to 
prepare the required illustrations and cels, and with the as- 
sistance of his wife, Flora, photographed them. Ever since. 




















ULL OF DOORBELLS.... 


“It seems that | rang them all in my quest for an opportunity 
to prove my movie-making ability,” says Bert |. Gordon who 


> today is a successful producer-director of suspense-fantasy films. 





A LARGE PHOTO cutout against a sky backing provided the “‘set’’ over 
which giant grasshoppers swarmed in “The Beginning of the End." 
Over-cranking camera slowed ‘hoppers movements for added realism. 


Mrs. Gordon has worked closely with her husband on all 
his productions. For her valuable assistance she’s credited 
on the screen as Assistant Supervisor, Technical Effects. 

Turning out commercials meant that Gordon spent a 
lot of time in front of his TV set. Every time he watched a 
dramatic video-show, it added fuel to a burning desire to 
produce feature films. To accomplish this meant moving to 
Hollywood; so the family pulled up stakes and headed west. 
Once in Hollywood, Gordon started ringing doorbells in 
search of a job. “Hollywood is full of doorbells,” he said, 
“and it seemed that I rang them all.” It finally paid off, 
however, when Hal Roach studio summoned him as a pro- 
duction supervisor on the “Racket Squad” television series. 
That ended the doorbell ringing and started Gordon on his 
Hollywood career. 

From here he went on to co-produce and direct “King 
Dinosaur” in 1954—a milestone in his fast-rising career— 
for in the suspense and horror film he found a genuine chal- 
lenge for his flair for special effects. This low-budget pro- 
duction proved a modest hit at the boxoffice and helped set 
a new trend in screen fare that continues to this day, and it 
brought Gordon his first real professional recognition as a 
producer. : 

He wrote, produced and directed “The Cyclops,” in 1955; 
produced and directed “The Beginning of the End” in 1957; 

(Continued on Page 450) 
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ACTOR GLEN LANGAN played title role in ‘“‘The Colossal Man,"’ was 
made to appear as giant through miniaturization of sets built to in- 
finite scale, plus use of split-screen and matte techniques. 


TENSE MOMENT during shooting of scene for ‘“‘The Spider," Gor- 
don’s latest fantasy production. In background, from left, are 
cinematographer Jack Marta, Bert |. Gordon, and script super- 
visor Elayne Garnet. At camera are assistant Walter Blumell 
and operator Al Edens. 
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HOTOGRAPHING THE largest non-atomic explosion ever set 
off gave Parry Films Ltd. of Vancouver, B.C., some un- 


usual problems. They were solved successfully in the produc- 
tion of “Devil Under the Sea,” a 28-minute industrial film 
made for Du Pont Company of Canada. 

It was Du Pont who supplied the explosives for the under- 
water blast that was the climax of the picture. 

The project was the demolition of Ripple Rock, a naviga- 
tion hazard in Seymour Narrows, 100 miles northwest of 
Vancouver. The narrows lies on the main shipping route to 


Alaska 


from Vancouver, Seattle and other Pacific Coast 


ports. 

Ripple Rock consisted of two shoulders which lay only 9 
and 20 feet below water at low tide. It had been responsible 
for the loss of scores of vessels and more than 100 lives in 
the past century. The tunneling, placing of explosives and 
the blast itself were the subject of the film. 

The three phases of the Parry Films job were: filming the 
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PLANNING THE lighting and camera angles for shots to be made in 
tunnel under Seymour Narrows leading to Ripple Rock. Object here 
was to show vast network of tunnels necessary to transporting explo- 
sives to the detonation sile. 
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After days of gruelling preparation 
bad weather almost defeated Pam 


Films’ cameramen in photographing 
the most spectacular non-atomic 


explosion ever staged anywhere. 





~~ 


) 





FILMING THEI 


tunneling under Seymour Narrows into the rock, and the 
placing of explosives; shooting footage of the actual blast; 
and designing and carrying out the animation which formed 
about one-third of the film and explained phases of the 
project which could not be photographed in live action. 

Each phase had special problems: 

When shooting in the main 2300-foot tunnel under the 
narrows from Maud Island, chief cameraman Jack McCallum 
and electrician Jack Tompkins worked with director Dave 
Bennett in a space only 5 by 7 feet. They faced extreme 
dampness, power supply problems, the need to keep out of 
the way of engineers and miners, and the strain of working 
around high explosives. 

Lights frequently were shattered by dripping salt water in 
the tunnel 150 feet below the channel bed. The power supply 
was a single circuit running more than two-thirds of a mile 
from the tunnel mouth. Sockets of lights and elevator stands 
corroded quickly. 











CONSTRUCTING observation bunkers on hill half a mile from bles!’ tran 


Here two cameras with telephoto lenses were set up to record effe: 
of blast—one can be seen on tripod in doorway of nearest bun! 
Sandbags offered protection from detonation and flying debris. 
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By R. A. FRANCIS 


HBLAST AT RIPPLE ROCK.... 


McCallum kept plastic bags tightly around his cameras 
except when actually shooting. Even with this precaution, 
cameras had to be taken apart and cleaned after every trip 
underground. 

There was virtually no room to achieve camera angles. 
Filming the drilling in the actual shoulders of the rock, the 
crew often worked standing in 18 inches of water. This oc- 
curred when hardrock men, probing for the precise contours 
of the rock, diamond-drilled through to seawater. Then the 
i water poured in through the drillhole until it was plugged. 

While McCallum and his crew were shooting the packing 
of 1375 tons of Nitramex 2H explosive into the honeycomb 
of tunnels, director Bennett went ahead with plans for film- 
ing of the blast itself. 

This presented the primary problem of choosing safe lo- 
cations, since explosives men were not certain precisely what 
effects the undersea blast would produce above water. The 
main observation bunker was built on Vancouver Island, 








; 


n_ bie TRANSPORTING cameras and gear to observation bunker, pictured at 
sal left, involved erection of thousand-foot long overhead cable. Super- 
—_ vising placement of camera was cinematographer Jack McCallum 
ris. and Parry's film director Dave Bennett. 
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7000 feet from the blast and 1000 feet above sea level. It 
offered a clear view north up the narrows to the point where 
the rock lay. 

On the day of the blast, there were in the bunker 14 mo- 
tion picture and still camera operated by seven camera- 
men, plus the necessary sound equipment. 

Parry Films’ crew had to move in more than a ton of 
camera equipment, batteries and camp kit to the bunker 
location. To reach this inaccessbile spot, it was necessary 
to build a 1000-foot skyline from the highway, which also 
served to move four-inch planking for the bunker roof. 


Meantime, other camera locations were chosen for record- 
ing the explosion from a variety of angles. On a dock in 
Menzies Bay, 5000 feet from the narrows, Bill Round set 
his camera near sea level. He was to set it in motion as the 
countdown from 30 seconds began, then run for a bunker. 


Another cameraman, Bill Roozeboom, set up remote cam- 
era and sound equipment 20 feet above high water mark on 
Quadra Island, 2400 feet from the rock. He had two motor- 
driven cameras in a steel box, operating in tandem and 
focused on the center of the narrows. Before the blast, he 
took cover in a bunker higher up near the shelter where 
Dr. Victor Dolmage, who planned the operation, set it off. 

Cameraman Ray Kellgren was assigned to April Point, 
five miles southeast, to film tidal wave effects. As it turned 
out, there were none, and failing weather even prevented 
him from seeing the blast. 

In all, the following motion picture equipment was used 
by Parry Films’ cameramen in photographing the gigantic 
blast and its preparation: 

Two 35mm cameras with Eastman Color; three 16’s with 
Kodachrome—one with a 15mm lens. one with a 25mm and 
one with a 60mm—all shooting at 24 frames; two other 16’s 
with standard lenses set at 48 frames; and a Fastax shooting 
at 400 frames. 

The technical preparations were as complete as they could 
be made. The only uncertain factor was the weather—and 
the weather fouled up. 

Throughout the months of preparations, Dr. Dolmage 
planned to set off the explosion at 9.31 a.m. April 5—KEaster 
Saturday. At that moment the tide would be running north, 
which would help disperse tidal wave effects from inhabited 
areas; the tide level would be a few feet above mean low, 
which for engineering reasons he considered ideal; the wind, 





(Continued on Next Page) 
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FILMING BLAST AT RIPPLE ROCK 


(Continued From Preceding Page) 


at that time of year, might be from the 
south, which would tend to carry chemi- 
cal fumes away from spectators, who 
would be stationed to the south. And at 
this date one could reasonably expect 
clear weather. 

The day before the scheduled blast 
was photographically ideal, and the pho- 
tographers’ spirits were high. But Satur- 
day dawned overcast. During the hours 
before the countdown the cameramen 
argued and debated, changing lens set- 
tings constantly. 

Light conditions grew — suddenly 
worse in the last half hour before the 
blast. Then as the final countdown from 
30 seconds began, light deteriorated sud- 
denly again. Everyone made a grab for 
their lenses for a last-second exposure 
change. At zero minus 15 McCallum and 
his colleagues started their cameras with 
lenses set at £/3.5. 

Though the overcast turned to rain 
within a few minutes of the enormous 
explosion, ironically the weather cleared 
within an hour, and remained brilliant 
all the rest of the day. 

Meanwhile, back at the studio, ani- 
mation sequences which comprise nearly 
7 minutes, or one quarter of the picture, 


were in the works. Marguerite Rooze- 
boom, head animation artist for Parry 
Films, had prepared sketches for 15 
animation sequences. 

Basic reason for the extensive anima- 
tion was to picture and explain the un- 
derground layout of coyote tunnels in 
Ripple Rock itself. This labyrinth, total- 
ing 3200 feet of tunnels, could hardly 
be represented except on charts. 

This series of drawings covered the 
principal stages of the Ripple Rock 
operation: progress charts of the engi- 
neering planning; perspective of the 
Seymour Narrows area; progress of 
drilling under the narrows and into the 
rock’s twin peaks; layout of the fusing 
system; and charts showing the direc- 
tion of the effects of the blast. 

The resulting animation sequence is 
said to be the longest ever used in a 
Parry Films production. 

Lew Parry whose company has been 
making industrial films in Canada for 
the past ten years, said the problems 
connected with photographing the Rip- 
ple Rock blast were the most unusual 
and challenging he had ever encount- 
ered in his filmmaking career. s 





SHOOTING “GIGI"’ ON LOCATION IN PARIS 


(Continued From Page 425) 


Palace de Glace, the Tuilleries, Trouville, 
Place Furstenberg, the shaded streets of 
the Seine, and the Bois de Boulogne 
where the historic Battle of Flowers was 
staged for the picture with more than 
two million blossoms used. 

When the company moved indoors to 
shoot scenes in Maxim’s or on the sets 
built in a local studio, the photographic 
problems became more numerous. “It 
slows you down a great deal not to have 
the initiative of a Hollywood crew work- 
ing with you,” Ruttenberg explains. “The 
Parisian technicians are eager and will- 
ing, but they just don’t have the Holly- 
wood viewpoint or training. Whereas on 
a Hollywood sound stage the gaffer or 
grip will anticipate your needs and take 
care of them without having to be told, 
the French worker, from experience, 
waits for instructions.” 

There is no “roughing-in” of the 
lighting in Paris production procedure, 
such as is general practice in Hollywood. 


This meant that Ruttenberg personally 


had to spot every lamp on the sets before 
the company could assemble for shoot- 
ing. (Note: In Hollywood, the head 
known as the “gaffer,” 
“roughs-in” the set lighting with the 
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PRODUCTION FACTS 
“GIGI” 
Produced by Arthur Freed 
for Metro-Goldwyn-Mayer 


Photographed by ....Joseph Ruttenberg, A.S.C. 
Operator .. -.sseee----Charles W. Riley 
Assistant .. ......Ned Belford 


CAST: Leslie Caron, Maurice Chevalier, Louis 
Jourdan, Hermione Gingold, Eva Gabor, 
Jacques Bergerac, and Isabel Jeans. 


Directed by . ....Vincente Minnelli 
Music by ..... 
Screen Play and Lyrics 
Production Design 


anaes ...Frederick Lowe 
...Alan Jay Lerner 
snips iaabe Cecil Beaton 


-....---------Preston Ames 
William A, Horning 


Adrienne Fazan 


Art Direction 


Editor 
SUTIN  :cleinhsetsliceentepegthiaetahsnidniansnansediyetae Andre Previn 
Photographed in CinemaScope on Eastman 








Color negative with Mitchell cameras. 





basic lamps, then adds whatever other 
units may be required after the “rough- 
in” has been approved by the camera- 
man. In contrast, the No. 1 cameraman 
in most European studios directs every 
light placement on the set, and for this 
reason is generally known as the “light- 
ing cameraman,” instead of director of 
(Continued on Page 442) 
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NEW 
ARRIFLEX 
16 





The only 16mm camera providing through-the-lens 
focusing and viewing during exposure, electric motor 


drive. Matte box, cables . . . . . . $1725.00 
16mm Xenonf/1.9lens . . .. . . $170.00 
25mm Xenonf/l.5lens ... . . . $170.00 
75mm Xenon f/2 lens a cy, sm ie ce” a 
Zoomar lens 1” to 3” f/2.8 for Arriflex . $579.00 
Arriflex, Model 16 Tripod i. s >. oe ee 


MAGNASYNC TYPE 15 RECORDERS 


Here is a complete, top-quality sound system, with 
playback monitor amplifier, loudspeaker and re- 
corder, all built into one compact package. 

e Easy-to-read footage 
counter. 

@ Direct coupled, high 
resistance rotor torque 
motors. 

© Simplified single- 
switch for all motor con- 
trol functions. 

@ Simultaneous film 
monitor through separate 
play head. 

e@ Will accommodate 
standard 1200-foot film 
reels ..... $1,385.00 


MAGNASYNC X-400 RECORDER 


A complete sound system that weighs only 27 Ibs.' 
Features high gain ‘‘long-shot’’ microphone channel. 
Dialog equalization for ‘‘speech-music’’ selection. 
Self-contained playback system for ‘‘film-direct’’ 
ee s 6s © ke Sl ee 
Magnasync M-8 speaker, amplifier, and accessory 
APS rere 
4-position, high level mixing w/442” 

Vumeter mounted in case .. . . . $395.00 
New single compact unit with playback speaker 
RS, is ee OE IS Pee $1385.00 


COLORTRAN JUNIOR KIT 


Here, in one handy package, you have the equivalent 
illumination of 3000 watts of current from a 15 
ampere fuse! Compact kit fits any car, contains 
everything you'll need for perfect lighting...a 
studio in a suitcase! Includes 2 Groverlite heads 
with 8 foot aluminum stands. All units have barn 
og? doors and diffu- 
sion slots for light 
control . $208.50 
SENIOR KiIT—pro- 
duces equivalent 
of 5000 watts 
illumination from 
a 30 ampere fuse 
Sex 
SPOT KIT—Con- 
tains 3 spotlights 
with a Broad or 
Junior, plus 4 
stands. Snoots and 
diffusion for spots 
oe « « ae 
sae) 


Rass 











BOLEX H-16 
REFLEX 


Through the lens viewing and 


focusing while shooting. 





AURICON 
CINE-VOICE II 


16mm_ sound-on-film 
movie camera with pro- 
fessional heavy-duty 
3-lens turret. Operates 
from house current or 
car battery. Available in 
a choice of models to 
suit a variety of filming 
requirements . $795.00 


CINE-VOICE | 
. . . $495.00 


Used 





without notice 


Prices subject to change 





The movie camera that gives you professional quality fram- 
ing... your eyes see exactly what your lens does. Precision 
triple turret camera. Variable speeds. Turret for three 
lenses. Parallax corrected down to 18 inches. Critical focus- 
ing from above camera with f/1.9 lens . . . . $419.50 


BOLEX 16mm LENSES 


Pan Cinor 70 f/2.4 lens, 
focusing from 174%2 mm to 
TER. © 4.6, 00 $369.00 
Pan Cinor 100 f/3.4 lens, 
focusing from 25mm to 100 
Gs cnc esecs $439. 

Switar 10mm w. w. f/1.6 
FM 8” to inf. “C’ mount. 
Visifocus...... $149.50 
Switar 16mm w. a. f/18 
FM 8” to inf. “C’’ mount. 
Visifocus ...... $99.50 
Switar 25mm 1” f/1.5 FM 
144’ to inf. Visifocus $115.00 
Yvar 100mm 4” £/3.3 tele. 


Yvar 16mm w. a. f/2.8. Fo- 
cuses 1’ to inf. “C’’ mount. 
Visifocus ...... LJ 

Pizar 26mm 1” f/1.9. 
Focuses 142’ to inf. “C” 
mount. Visifocus . . , 

Yvar 75mm 3” “ee tele. 


Focuses 5’ to inf. “C” 
mount. Visifocus . . $69.50 
Switar 25mm 1” f/1.4. Fo- 
cuses 1%’ to inf. “C” 
Fees $168.00 
Switar £/1.4 50mm 2” tele. 
lens. Ultra-high speed. Fo- 
cuses 3’ toinf. . . . $169.50 
Yvar 150mm 6” f/4 tele. 


AURICON “SUPER-1200” 


camera (self-blimped) 


ft. capacity for 33 min- 


cuses 8’ to inf. . 


4-power magnification. Fo- lens. 742” length. FM 10° 
. . $89.50 to inf. with case . $145.75 






AURICON PRO-600 


16mm _ optical-sound-on- 
film; self-blimped; sync 
motor drive for single or 
double-system recording; 
Electromatic take-up, 
film-flow without friction 
clutches or belts. Various 
combinations of accesso- 
ries available. $1456.25 


16mm_sound-on-film 
SUPER 
with 3-lens turret for 1200 


“C’’ mount lenses. 1200 
AURICON PAN-TILT pro- 
utes recording time. fessional tripod, wgt. 27 
$3319.25 Se... « oe 


AURICON — Was $1,495.00 


Now — Use a he $995.00 


PRECISION SOUND READERS 


Simple threading . . . polished stabilizer 
drum with needle bearings, with a surface 
which cannot damage film. Film rollers ma- 
chined to conform with SMPTE standards, 
and equipped with oilless bearings .. . 


precisio — shafts . . . dimensions 

6” x 6” x 742”. 

Amplifier: 117 volts—60 cycle—A.C. Power 

output—4 watts. Heavy duty Alnico V 

speaker ... safety fused... prefocused 

socket ... pilot light. ..6 ft. heavy duty 

cord. 

Optical Model 600— 16mm and 35mm 
$185.00 


Magnetic Model 700—16mm, 17.5mm, 35 
mmand Y% inch. . . . . . $198.00 
Opticai-Magnetic Model 800—16mm, 35 

inch . . +« $259.50 


mmand % inch. . . 
Optical Sound Reader Model 650 RL— 
es « + + & + Se, or ee 
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FILM-LABS GUARANTEES 


SAME DAY RETURN 
MAIL PROCESSING! 


COMPLETE 16mm-35mm 
LABORATORY SERVICES! 
© 16mm REVERSAL 
* 16mm KODACHROME 


© 16mm & 35mm 
NEGATIVE & POSITIVE 


© 16mm PRINTING 


FILM SOLD WITH PROCESSING 
INCLUDED AT A SPECIAL RATE! 


CONSTANT SENSITOMETRIC 
QUALITY CONTROLI 


Send for Brochure A 


FILM-LABS, inc. 


604 W. Baltimore St. @ Baltimore 1. 
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® Ready-Eddy 


U. S. Registered Trademark 


HANDY DISK COMPUTER GIVES 
READY ANSWERS TO FILM PROBLEMS 
At a glance gives an- 
swers to such questions 
as: What is screening 
time for 1l6mm_ or 
35mm film of a given 
length? How long must 
a film be to screen for 
a certain period of 
time, frame count? etc. 
A MUST FOR EVERY- 
ONE WHO MAKES MO.- 
TION PICTURES. 
$2.00 Prepaid 
(Delivered in U.S.A.) 
At your dealer, or write— 
READY-EDDY, Sandy Hook, Conn. 


































The finest hot auto- 
matic splicer in the 
world. Fastest, 
strongest profes- 
sional splices. 


Only 


> $99.50 
rae HARWALD co. 


1245 Chicago Ave., Evanston, Ill. * Ph.: DA 8-7070 











FILM 
LABORATORIES 


Super Anscochrome 
Force-developed to ASA 200 


16mm Developing and Printing Specialists 
@ 16MM ANSCOCHROME 
© 16MM BAW REVERSAL 
© 16MM BAW NEGATIVE 
© 16MM B&W POSITIVE 


350 West 50th St., New York 19, N. Y. 
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| photography or cinematographer.—Eb1- 


TOR). 
When Ruttenberg visited Maxim’s for 


_ the first time, it was for the purpose of 


familiarizing himself with the place and 
planning the shots in collaboration with 
director Minnelli, designer Cecil Beaton 
and art director Preston Ames. That it 
would be a real challenge was immedi- 
ately apparent. Because the story of 
“Gigi” is laid around the turn of the 


| century, the aim was to point up the rich 


quality of the decor of that period in 
both furnishings and costuming. In this 
respect, the choice of the original Max- 
im’s for staging much of the important 
action proved ideal. “Shooting a story in 
actual locales always adds more interest 
to the picture,” said Ruttenberg. 

“We decided to shoot the scenes in 
Maxim’s in low key for two reasons,” 
Ruttenberg explains, “because the lim- 
ited space precluded use of a large 
amount of lighting equipment, and be- 
cause low-key lighting seemed most ap- 
propriate in our aim for naturalness and 
authenticity. Here no colored light was 
projected into the sets. We used straight- 
forward illumination at all times.” 

The big problem encountered in Max- 


| im’s, aside from the cramped space in 


which the company had to work, was 
the hazard presented by the countless 
mirrors adorning the walls; and this was 
further complicated by the fact many of 


| the shots were to be made with the cam- 


eral dolly- or crane-mounted, and mov- 
ing among the tables in a continuation 
of the “fluid camera” pattern previously 
established for the picture. No operator 
ever worked harder perhaps and cer- 
tainly Ruttenberg never worried more 
lest a mirror coming into camera range 
reflect some unwanted person or object 
or even worse, a light! Much of the trou- 
ble Ruttenberg obviated by conducting 
extensive camera rehearsals with his eye 
glued to the camera finder. After a long 
period of re-locating lights, and raising 
the camera in some places to avoid a 
direct view into the mirrors, the numer- 


| ous takes in Maxim’s were completed. It 


was here, too, that the cooperation of art 
director Preston Ames contributed much 
in minimizing or eliminating entirely 
many of the problems created by the 
mirrors. A change in the decor very 
often was all that was required to clear 
the way for straightforward photogra- 
phy in otherwise mirror-inhibited set- 
ups. 

Because variations in the color tem- 
perature of the set lighting is most gen- 
erally induced by fluctuation of voltage 
in the lines feeding the set lamps, main- 
tenance of uniform color temperature is 
one of the paramount problems con- 
nected with photographing a color pro- 
duction in the studios or actual-locale 
interiors on the Continent. Long experi- 
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ence in filming overseas led Ruttenberg 
early to find a solution to this problem, 
too. Thus, when shooting interiors in 
Paris for “Gigi,” he had a voltmeter— 
cut into the power line—mounted close 
to the camera so he could always keep 
a close check on the line voltage and 
readily detect any fluctuation that might 
affect color temperature. In doubtful sit. 
uations, he used his color temperature 
meter. 

Ruttenberg’s ability to function 
smoothly with a foreign camera crew 
whose language he cannot speak is indic- 
ative of his unique adaptability and his 
flair for getting along with people. He 
has nothing but praise for every French 
technician who served with him, and 
their respect and friendship has been 
manifested in a memento presented him 
by the crew upon completion of his last 
picture there (“The Reluctant Debu- 
tante” )—a rare 20-franc goldpiece more 
than a hundred years old, mounted in a 
gold charm frame. 

In summarizing this photographic ac- 
complishment, the comment of Jack 
Moffitt, in his review of the picture in 
The Hollywood Reporter (May 15. 
1958), is as appropriate as it is laud- 
able: “Joseph Ruttenberg’s photography 
in CinemaScope and Metrocolor,” Mof- 
fit stated, “achieves a Toulouse-Lautrec 
mood, especially in the shots actually 
taken in Maxim’s famous restaurant.” 

Indeed, there is much that is fresh 
and new in cinematographic artistry in 
every location scene in the picture. And 
this may be due as much to working un- 
der adverse conditions as anything else. 
“Shooting a picture at the studio in Hol- 
lywood, where resources are unlimited, 
can easily result in a mediocre job—un- 
less one maintains an awareness of the 
pitfalls,” Ruttenberg said. “When faced 
with the limitations in both technical 
help and equipment we so often encoun- 
ter overseas, the cameraman seems to get 
closer to his work, employing ingenuity 
and resourcefulness in an effort to ‘make 
do’ with whatever is available, invari- 
ably coming through with an inspired 
photographic job.” 





GOODWILL AMBASSADOR,TOO! 


Upon completion of “Gigi,"’ Roland Thorn- 
ton, assistant to Eric Johnson of the Motion 
Picture Association of America, Inc., and in 
charge of the Association's London office, 
wrote a letter of compliment to Joseph Rut- 
tenberg, part of which is quoted below: 

“| pick up little bits of information here 
and there from the studio technical boys, and 
| can tell you that just by being yourself you 
have done a very good public relations job 
over here, and helped greatly towards a bet- 
ter understanding between workers in the in- 
dustry in our two countries. There are a lot 
of extremists, as you know, in our unions, and 
| think it is quite a feat on your part to 
have been the means of encouraging much 
goodwill.” 
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STANDARD EQUIPMENT 

on world-famous Mitchell 35mm and 
16mm cameras for professional cine- 
matography. “85% of the motion pic- 
tures shown in theatres throughout 
the world are filmed with a Mitchell” 
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for 35mm and 16 mm 
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More professional footage is filmed with Baltar 
than with any other lens. It will pay you to keep 
this in mind on your next important assignment. 

Order from your professional camera manufac- 
turer, or WRITE to Bausch & Lomb Optical Co., 
30031 Martin St., Rochester 2, N. Y. 
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Honorary Award for Optical Service to the Industry 
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This is the latest IMPROVED 
CINEKAD JUNIOR DOLLY 


Used Nationally by 
Discriminating Cameramen 
This 3-Wheel Collapsible Dolly Is 


especially designed to meet the demand for con- 
venient mobility of cameras on location or in the 
studio. 

Dolly can be used with any tripod. The special 
‘ndividual caster locking system makes it possible 
to lock either two or three wheels in a parallel 
position, enabling dolly to track in a straight 
line for rolling shots. 





Dolly folds quickly into a compact, easy-to- 
carry unit, 23°" in length, weighing 16 Ibs. 


The new model instead of the 
4” wheels is constructed with 5” 
heavy duty rubber-tired swivel 
wheels. 


Write for Prices and Literature 


ENGINEERING COMPANY 


763 Tenth Avenue, New York, N.Y. ° Plaza 7-3511 
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DESIGNERS AND MANUFACTURERS OF EQUIPMENT FOR MOTION PICTURES AND T.V. 
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_ DUAL-POWER MAGNIFIER-VIEWER 


| © pxae (CONVERSION 
GUARANTEED 
FOR LIFE) 
COMPARE size of field, magnification, coverage from original 6-X to the 8-X and 16-X afforded 
by this conversion! Every lens, even widest wide-angle lens, can be pinpointed on focus when 














viewer is set on Critical Focus position. No more guessing sharp focus and PRICES 

depth of field. If they check sharp, will film sharp! Essential with telephoto $54.00 
lenses, closeup work, and extreme closeups with extension tubes. Larger re 
magnification makes it easier to follow focus on moving objects, too $60.00 


Installed on 
Camera 
Subject to change 
without notice. 


ONLY THE VIEWER NEED BE SENT US FOR CONVERSION. 
lf desired camera and viewer can be sent. Write today for more details. 











PELLEGRINI - PIEK e¢ 1545 Lombard St., San Francisco 23, Calif. 


Makers of Variable Shutter Units For All Bolex H Cameras 








Used World-Wide By Discriminating Cameramen 


? CINEKAD SYNCHRONOUS MOTOR 
DRIVE—For 16mm Projectors 


Especially designed to drive all 
Bell & Howell, Ampro, Kodak 
and Victor 16mm projectors at 
synchronous speed. 





Projector can be instantly attached to 
Synchronous Motor Drive and quickly de- 
tached at any time in a matter of seconds. 
An outstanding feature is the flexible 
shaft which connects motor with projector 
and permits smooth, quiet and steady 
operation. No special technical knowl- 
edge required for installation and mount- 


One-year Guarantee! Immediate Delivery! 


ANIMATION TECHNIQUES 


(Continued From Page 435) 


but immediately afterward he will get 
those ideas into picture form with rough 
sketches. Since the animated cartoon 
is a pictorial medium, certainly the best 
way to develop an idea for it is by 
means of pictures, A cartoon man is 
trained to think visually; he thinks of 
how his ideas will look on the screen, 
not how they will read on paper. 

It isn’t absolutely essential that the 
story man be an artist, but he should 
be able to express his deas by drawing, 
at least in a rough way, so that they 
can be comprehended without the 
necessity of much verbal explanation. 
Written descriptions of action are hardly 
ever bothered with, except for some- 
one’s personal reference; indeed, many 
of the story men and animators have 
become so facile with their pencils that 
they can draw up a gag faster than 
someone could write the description in 
longhand. And there is a_ genuine 
prejudice against reading in some 
quarters of the cartoon business; 
they've become so used to thinking of 
everything in terms of pictures. 

In the early days of the animated 
cartoon, story work was sometimes 
done in conjunction with actual pro- 
duction to the extent that animators 
developed their own gags and business 
as they animated a scene, being given 
so much footage to fill up with “some- 
thing funny.” But this off-the-cuff 
method of working was soon done away 
with as the cartoon came of age. Larger 
staffs brought about specialists for every 
job, and story work and animation be- 
came distinct functions. 

Now, as studios have enlarged and 
become more complicated, another spe- 
cialized function in story procedure has 
been added in the form of the story- 
sketch man. This artist’s job is to do 
nothing but sketch up the story man’s 
ideas, making careful, “dressed up” 
drawings, with consideration for char- 
acter drawing, setup, size, and camera- 
angle. 

By permitting the story-sketch artist 
to take over the burden of drawing up 
the continuity, the story man can de- 
vote more of his time to creative think- 
ing, and not worry too much about the 
mechanical process of drawing. Often 


_ enough a good sketch artist, while not 


creative from the standpoint of story 
ideas, as a good creative draftsman he 
can aid the story in presenting an idea 
by the skill of his drawing, Quite often, 
the value of a gag line lies in the way 
in which it is presented as much as in 





a 


ing. Write for more details and prices. 


CINEKAD ENGINEERING COMPANY, 763 10th Ave., N.Y., N.Y., Plaza 7-3511 


its content. The story man has a piece 
of goods to sell, and good showmanship 
in the form of well-done story sketches, 
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MODEL R-15 
REVERSAL FILM 
PROCESSOR 


EXCLUSIVE OVERDRIVE eliminates film breakage, automa- 
tically compensates for elongation; tank footage stays 
constant. 

e EASY TO OPERATE, needs ho attention. 

e VARIABLE SPEED DRIVE, development times from 1% to 
12 minutes. 

e COMPLETE DAYLIGHT OPERATION on all emulsions, no dark- 
room needed. 

e FEED-IN ELEVATOR & 1200-FT. MAGAZINE permits uninter- 
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only se rupted processing cycles. 
{ e STAINLESS STEEL tanks, air squeegee, recirculation fittings, 
2995 Pe air agitation tube, lower roller guards. 
£02 / © FORCED WARM AIR DRYBOX, uses no heating lamps. 


Double Capacity Spray Wash Filtered Air Supply 


Milford, Conn. 
4 Uniform Tank Sizes e Self-Contained Plumbing 


California 
a 


ine ware tee wri, ac’: weve. willl ee Cantilever Construction e Ball Bearing Gearbox 
WS WUT, WJIAR ni, ¥ vit, W WLOo Vivo Y Be * ” ” 
KARK, KDUB, WTVR WRITE FOR DETAILS AND LITERATURE Size: 76” x 50” x 24” © Weight: Approx. 475 Ibs. 





along with good ideas, help in putting 
the story across, 

Sketches are generally done on paper 
of one size for the sake of uniformity 
of appearance, which makes the con- 
tinuity easier to read when pinned up 
on the story board. A typical story 
board is a large 4x8 foot piece of wall- 
board or celotex, on which the story 
sketches are thumb-tacked in rows, In 
a sense, the script of a cartoon is com- 
posed of three or four pages, each page 
a story board four feet by eight feet 
long. However, no one is obliged to 
sit down at a table and turn pages that 
size. They're more conveniently hung 
up on the wall. 

The first continuity of a story is 
thrown up with very rough sketches and 
pencilled notes, in order to get the over- 
all “feel” of the picture. No time is 
spent on careful sketching at this stage 
of the game, for the next week or so 
will see the changes fly fast and furi- 
ous. New ideas pop up constantly, and 
the story man works in a frenzy of 
creation while the story is in this em- 
bryonic state. He’s left pretty much to 
his own devices, because it wouldn’t do 
anyone else any good to attempt to 
decipher the heiroglyphics on the board 
that represent the story continuity to 
date. Neither are interruptions wel- 
comed, Ordinarily, the story man is 
more than anxious to get reactions to 


mileasliial-3 corp. 


his ideas from an outsider with a fresh | 


viewpoint, but at the outset of a story, 
when the whole thing is pretty nebu- 
lous in his .own mind, other folk’s 
opinion would only prove to be more 
confusing than valuable. Besides, it 
wouldn’t be any more logical to criti- 
cize a story in this rough state than it 
would be to pass judgment on the 
finished appearance of a_ building 
merely by examining the builder's first 
sketches. So, generally, the story man 
hangs out the “Do Not Disturb” sign. 

After about a week goes by, the skele- 


ton continuity pinned on the story board | 


Little 


begins to take on some meat, 


by little the holes are filled in with new | 
Drawings take the place of | 


sketches. 
written notes, better drawings supplant 
the first crude roughs, It is now that 
the first spontaneous fires of creation 
burn the hottest, but the process gradu- | 
ally slows down as the story becomes | 
more and more tightened up. Gags that 
were first thought good become obvi- 
ously out of place, and new ones that 
are more in line are worked into the | 
continuity. A new gag might suggest 
a whole sequence of additional busi- 
ness, so it’s eagerly pounced upon, fed, 
nurtured, and eventually takes its place 
in the story. Of course, the continuity 
should be well enough set to withstand 
the assaults of all the new angles, twists 
and approaches that are bound to come 
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Anscochrome 16mm Film 









Needle sharp focusing trom inf. to close-up! 
Unconditionally guaranteed! 


@ Coated 1”-F/0.95 Lens $249. 
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Write B&J ‘Lens Bank’’ for available lens list. 
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FOR SALE 
BELL & HOWELL 


35mm to 16mm 
Reduction Printer 


Like New — Fully Guaranteed 
Price Reasonable 


CAMERA EQUIPMENT CO., INC. 
315 West 43rd Street, New York, N.Y. 
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up and threaten to throw the whole 
works off the track. 

After the continuity seems to make 
sense and to move properly, action and 
gags are broken down to a certain num- 
ber of sketches—using enough drawings 
to portray the business clearly, A good 
story sketch should represent a com- 
posite of the action in a scene, Excep- 
tional care is devoted to developing just 
the right sort of pose or expression on 
a character, in order to punch the story 
point in the strongest way. Weak, 
indefinite poses are out, for they sug- 
gest that the story man was uncertain 
as to the attitude of his character, Ani- 
mators are quick to climb all over 
indefinite business. They demand a 
clear-cut conception of a character's 
feelings, mood, and action before they 
can transform it into life on their ani- 
mating desk. So, every sketch has to 
mean something in telling the story. 

The sketches ‘described above are 
generally executed in pencil, with just 
enough shading and details to make 
them “read” clearly, There is a 
prejudice against “noodling” with story 
sketches, that is, making them too fancy 
with trick shading, color and_back- 
ground, because there’s always the pos- 
sibility that a change of thought tomor- 
row will consign many of today’s draw- 
ings to the wastebasket. Story sketches 
should be purely functional, and not de- 
signed to satisfy anyone's aesihetic 
appetite. 

Sometimes a color sketch is added to 
the continuity at spots where color, 
atmosphere and _ background effects 
play an important role in telling the 
story. It is up to the story man’s good 
judgment to use color where it will do 
the most good, and not splash it all over 
the board with artistic abandon. In 
most cases, simple — black-and-white 
sketches are all that’s needed to illus- 
trate the continuity, Cartoon men have 
become sufficiently skilled in imagina- 
tive visualization to be able to read into 
story sketches all that will eventually 
evolve from them as a finished picture, 
even in Technicolor. 

Refined story sketches more clearly 
define the various characters, the bits 
of business and the gags, and it is here 
that the artist labors hard and con- 
scientiously in developing the right atti- 
tudes and expressions. 

This stage of story development is the 
ultimate polish the story man gives it 
before moving it to the hands of a direc- 
tor for animation. It represents weeks 
of planning and sweating on the part 
of a story man and sketch artist, as well 
as hours spent in group meetings hash- 
ing over every gag and situation. 

When a story continuity reaches a 
certain stage of development, meetings 
are held to decide on improvements, 
changes, and to pass judgment gener- 
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ally: Amid a haze of cigarette smoke 
and a storm of words, the story is gone 
over with a fine-tooth comb, torn apart, 
analyzed and improved, and the contin- 
uity reset—until the next meeting. 
Those present in such a meeting usu- 
ally include the director who will handle 
the picture in production and who is 
present to make sure he’s getting some 
funny stuff, an animator or two, and 
maybe a couple more story men just to 
kibitz. 

A secretary sits over in one corner 
with a stenotype, faithfully recording, 
ad verbatim, everything that’s said. The 
poor girl sometimes has quite a time 
getting everything down, especially if 
the whole gang gets to talking at once. 
Then she has to glean the wheat from 
the chaff. These notes prove invaluable 
for later reference, as no one is ex- 
pected to remember all of the sugges- 
tions that pop forth in a meeting, Later, 
when the storm is over, the story man 
can catch his breath and sit down in 
peace and quiet, recapitulating the 
changes that were brought up in the 
meeting. 

In a story meeting, it is up to the 
story man to explain the stuff on his 
boards, pantomiming all of the action 
as he talks, going through all the dia- 
log. whistling tunes if necessary, being 
cute, coy and dramatic by turn; in 
short, a one-man show, Some _ story 
men get so wrapped up in their acting 
that they all but knock themselves ‘out! 
The only danger with this is that they 
are liable to be funnier than the busi- 
ness they're explaining, and thusly a 
story passes muster on the basis of the 
story man’s ability as a comedian and 
not so much on the value of its gags. 

After everyone’s had his crack at the 
continuity, the story man is left to put 
the pieces back together again. Some- 
times a story is left pretty well intact 
after a meeting, other times it’s torn 
apart and strewn all over the floor, In 
this case, it means going back almost to 
scratch and starting all over again. 
However, changes as drastic as that 
aren't any reflection on the story man. 
Ideas are intangible elements, and a 
good story can always be made better 
by new, unforseen inspirations. 

If a meeting leaves the continuity 
pretty much as it was, all that’s left to 
be done before it moves into a director’s 
hands for production is to make slight 


changes here and there which will 
tighten it up. This final polishing 


process is just so much wo.« from the 
standpoint of the story man. The first 
spontaneous rush of creation that ac- 
companied the early stages of slapping 
a continuity together has long since 
ebbed. Comes now the detailed process 
of sharpening up business, improving 
a story sketch, adding a gag, and bring- 
ing the staging and cutting as close to 
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home as possible. 

In doing this, the finished produc- 
tion is kept in mind constantly, for 
only by considering how a gag or piece 
of business is going to look on the 
screen can their values be accurately 
judged. 

A screen writer for live-action pic- 
tures seldom worries about the staging, 
cutting. or “filmability” of his material; 
that’s the director's worry. And a big 
worry it sometimes is! Since the writer 
works only with words, it’s difficult for 
him to visualize a practical picturiza- 
tion of what he’s writing about. 

A cartoon story man, on the other 
hand, works entirely with pictures in 
the planning of his ideas, and its’s en- 
tirely feasible for him to make a prac- 
tical stab at cutting and editing the 
picture while it’s still in story form. 

Actual production sometimes over- 
laps the story function to the extent 
that the dialog in a story, if okayed, 
is recorded while the continuity itself 
is receiving the final going-over, In 
this case—depending on the time and 
money budget allowed the story work 
a “running reel” of the story may be 
prepared, which means that a rough 
timing is given the entire story, each 
story sketch is photographed for the 
amount of footage necessary to depict 
the action it represents, and a dialog 
track is cut together to run in syne with 
this picture reel. If music has an impor- 
tant part in the dramatic effect of the 
story, a rough piano or organ track is 
prescored for certain sections. 

This running reel, then, is a true 
representation of the story as to length 
and timing as it will appear on the 
screen, only instead of the action mov- 
ing, it is approximated by the still poses 
of the story sketches. In this way, a 
sure check is made on the “screen- 
ability” of the business and the tempo 
of the picture while it is still in a fairly 
malleable state. Changes made after a 
picture reaches animation state are 
always costly and wasteful. 

Finally the director who is to handle 
the production of the picture takes over 
from the story man in what is called a 
“pickup meeting.” Ip this meeting, all 
the men who are to share in the work 
of pushing the picture through produc- 
tion are given a chance to become ac- 
quainted with it; the director, his assis- 
tant, the layout man (who will design 
the settings for the picture and who 
functions in a manner similar to a 
live-action art director), the animators, 
and the musician. The story man then 
has one last fling at explaining the con- 
tinuity, unloads the whole works onto 
the collective shoulders of the director’s 
unit—and turns his attention to a new 
story to start the fun all over again. 

(To be continued.) 
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SOUND DUBBING 


(Continued from Page 433) 


dialogue sheets are then sent along with 
the photographic scenes to the Dubbed 
Dialogue Department where the film is 
prepared for the dubbing stage. 

This involves making prints of the 
scene or scenes to be dubbed and form- 
ing them into loops that can be run 
continuously on the projection machine 
for any length of time. On the dubbing 
stage the sound editor assigned to the 
picture together with the producer or 
director, rehearses the actor involved in 
the scene until the proper reading and 
synchronization of the scene is obtained. 
The dialogue is then recorded and the 
film loops filled away. The sound track 
is coded, then sent to the sound editing 
department to be integrated with the 
picture. Here, with the aid of a Moviola, 
the sound editors painstakingly match 
the sound track to the lip movements of 
the actor until both are perfectly syn- 
chronized. 

Of course, each scene that is dubbed 
must also have the sound effects replaced 
that were in the original sound track. 

Since stereophonic sound has become 
a very important part of Twentieth-Cen- 
tury-Fox’s CinemaScope _ productions, 
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these sound effects must also be heard 
from the area of the screen where the 
action takes place. For instance, when 
an automobile goes by from left to right, 
the sound must go with it. There are 
three speaker positions—left, center, and 
right—on the screen, and the sound edi- 
tor must not only cut-in the proper ef- 
fect, but he must also cue the picture for 
the rerecording mixer to move the sound 
across the screen on his control panel. 

There is another aspect to dubbing 
and that is the post-recording and edit- 
ing of certain sound effects in a pic- 
ture that were not practical or possible 
to record simultaneously with the dia- 


logue at the time the picture was being | 


photographed. It is an exacting tech- 
nique, quite apart from other phases of 
the over-all sound recording procedure 
followed in film production today. Wal- 
ter Rossi, Twentieth’s Sound Editing De- 
partment head, was cited early this year 
for outstanding achievement in this field 
when he was presented the 1957 Acad- 
emy Award for best audible sound ef- 
fects in the picture, “Enemy Below.” 
All of the sound effects used in this 
picture were either made by the sound 
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editors or obtained from the studio’s 
Sound Effects Library. 

In “The Enemy Below,” the sound de- 
partment was faced with producing 
many technical sounds that had to be 
authentic. The sound of the torpedoes 
racing through the water, and the ping- 
ping of the sonar devices are examples. 
Sounds such as the destroyer picking up 
location of the submarine on its radar 
screen, accompanied by sonar “blips” 
and racing after it at full speed. The 
turbine motors increasing speed, and the 
bow spray of the ship through the water 
becoming more pronounced. The de- 
stroyer approaching the submerged sub- 
marine, its “K” guns firing depth 
charges. The projectiles hitting the water 
—the splash being heard—followed by 
the tremendous underwater explosion of 
the “ash can.” The shaking and rattling 
of the submarine. The splitting of a pipe 
and the hiss of escaping steam. Men 
moving on the deck of the alerted de- 
stroyer—the sounds of the ship through 
the water and the steady throb of the 
motor. The peculiar smoke stack roar 


that is as much a part of the ship’s 
noises as birds are a part of a meadow 
scene. The suspenseful timing of the 
“ping” of the sonar devices as the de- 
stroyer passes over the submarine—the 
sliding of the torpedo into the tube and 
the actual firing. Periscope up and down. 
Destroyer being hit and the stopping 
of the motors, Oil fire burning on the 
open sea. The unusual sound of the de- 
stroyer sliding over the deck of the sub- 
marine. Even the footsteps in the subma- 
rine were made on a metal plate in the 
dubbing stage.’ 

Because sound effects generally are so 
expertly engineered and so carefully re- 
corded so they integrate smoothly with 
the picture as a whole, the average 
movie-goer is rarely aware he is hear- 
ing these sounds as the picture unfolds 
on the screen. This is what constitutes a 
good sound job 

It is really more the effect of the 
sound, rather than the sound effect that 
is important to the picture. 


‘Bob Weatherford, “The Next Sound You 
Hear,” Action magazine, May-June, 1958. 





FILMING FORD THUNDERBIRD COMMERCIALS 


(Continued From Page 429) 


music that opens then forms the melodic 
backdrop for the commercial. As_ the 
announcers voice is heard, the camera 
begins to move forward, and at the same 
time downward. As it comes to a halt 
in its combination crane and dolly move- 
ment, Dick Powell comes onto the floor 
and begins his announcement. At the 
proper moment, the dancers, who have 
stopped to listen to Powell’s words, move 
to one side to allow the slick new Thun- 
derbird—until now out of view—to be 
driven forward for a full camera view. 
From here, the camera—in a variety of 
static set-ups—reveals the car from sev- 
eral different angles, pointing up its con- 
struction highlights and beauty features 


_as they are being described by Powell. 


The accompanying diagram by Ar- 
thur Feindel shows how this opening 
shot was executed: the camera, mount- 
ed on a crane, moved slowly forward 24 
feet to a closeup of Dick Powell, at the 
same time dropping 18 feet from its 
original height at the beginning of the 





shot. During this combination forward- 
vertical movement, the camera also was 
panned slowly — first to achieve the 
unique effect of showing the couples par- 
tially framed by the ornate crystal chan- 
delier (the initial suggestion of ele- 
gance), then to keep it centered first on 
Powell and then on the Thunderbird as 
the latter rolls into view. 

The two-day shooting schedule in- 
volved 14 camera set-ups the first day, 
and eight the second—which included 5 
moves on the crane. For the intricate 
crane shot, described above, a 30mm 
lens was used on the Mitchell camera. 

The set itself was given all the atten- 
tion usually accorded sets for a major 
production. There was a transparent sky 
backing beyond the far entrance of the 
ballroom, while backdropping the open- 
ing at the right was another backing of 
New York’s skyline. The entire set, in- 
cluding the backings, was lit with the 
same care that Feindel ordinarily gives 
sets for a dramatic film—with certain 
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“The secret of good TV-commercial 
photography,” he says, “is the careful 
use of back and cross light, using only 
enough front light to insure adequate 
exposure of the over-all set and subjects. 
An important factor in photographing 
the Thunderbird commercial was the use 
of maximum key light, which enabled us 
to shoot with a small lens stop for the 
greatest depth of field.” 

A week before the Thunderbird-intro- 
duction commercial was put before the 
camera, the company spent a week at 
Carmel, Calif., producing another on the 
same car. Here, an altogether different 
lighting technique was used by Feindel, 
who explained that in photographing a 
new automobile out of doors, he uses 
front light altogether. 

“Front lighting eliminates shadows 
and highlights which so often degrade 
the appearance of an automobile on the 
TV tube; and since it is our purpose to 
make the car appear on television ex- 
actly as it would when looking at the | 
real thing, simple, straightforward light- 
ing accomplishes this best,” he said. | 

Feindel’s art and advertising experi- | 
ence makes him especially qualified to 
photograph commercials, for he under- 
stands better than many others, perhaps, | 
what constitutes good commercial illus- | 
tration, Its an intangible something that | 
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1938: January, February, March, April, 
May, June, August, September, 
October, November, December. 

1939: February, March, April, May, 
June, July, August, September, 
October, November, December. 

1940: February, March, June, July, 
September, October, November, 
December. 

1941: January, March, July, September, 
October, November, December. 

1942: January, February, March, May, 
June, August, September, Octo- 
ber, December. 

1943: November, December. 

1944: January, February, August, Sep- 
tember, October, November, De- 
cember. 

1945: January, February, March, April, 
May, September, November, De- 
cember. 

1946: January, March, April, May, 
September, November, December. 

1947: January, February, August, Octo- 
ber, November, December. 

1948: January, February, March, April, 
May, June, July, August, Sep- 
tember, October, November, De- 
cember. 

1949: May, June, October, December. 

1950: January, February, March, April, 
May, June, July, August, Sep- 
tember, October, November, De- 
cember. 

1951: January, February, April, July, 
August, September, November, 
December. 

1952: September, October, November, 
December. 

1953: March, May, June, August, Octo- 
ber. November, December. 

1954: January, February, March, April, 
November, December. 

1955: July. 

1956: April, May, June, September, No- 
vember, December. 

1957: July, October. 

PER COPY 

Except September, November, December, 

1956, and July and October, 1957 which 

are 45¢ each. 

Send Cash With Order to 





1782 N. Orange Dr., Hollywood 28, Ca!. | 
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comes out in his lighting and composi- 
tion. Before taking up cinematography 
as a career, he was a commercial artist 
for a prominent ad agency. He is a 
graduate of the Academy of Design, 
New York, and a member of the Art 
Students League. For the past two years, 
he has specialized in photographing TV 
commercials. His first was for Kellogg’s 
corn flakes at Republic Studio. From 
there he went to Universal-International 
Studio where he photographed commer- 
cials for the 1957 DeSoto automobiles. 
When Jack M,. Warner formed the 
Warner Brothers TV Commercial and 
Industrial Films Division of Warner 
Brothers Studio, Feindel moved to that 
studio where he has worked closely 
with David DePatie, the Division’s 
production supervisor, in planning the 
photography of its commercials — of 
which the opening moving-camera shot 


of the Thunderbird 
typical example. 
Reflecting on the current trend to 
major-studio production of commercials, 
Feindel cited the great responsibility 
that the limited time alloted commercials 
puts on the creators, “There’s an old 
saying that “Time is Money’,” he said. 
“In no other business is this so true as 
in television where the commercial must 
get its message across effectively in a 
time-period ranging from ten seconds to 
two or three minutes. Small wonder then 
that we find more and more of the im- 
portant commercials produced on the 
same sound stages and with the same 
equipment and calibre of personnel that 
are employed on the best major studio 
productions. The obvious result is com- 
mercials that are more compelling by 
virtue of their expert photography and 
superior production value.” . 


commercial is a 





HOLLYWOOD IS FULL OF DOORBELLS 


(Continued from Page 437) 


and since the first of the year has pro- 
duced and directed “The Fantastic Pup- 
pet People,” “The Colossal Man,” and 
“The Spider.” On all of these films he 
either did the special effects or, as in 
cases where special lab work was re- 
quired, such as travelling matte print- 
ing, he worked right alongside the lab 
technicians. 

Special effects are a substantial part 
of all Gordon’s productions and involve 
or combine miniatures, background pro- 
jection, traveling mattes and split stage 
shots. Sometimes, a single scene has in- 
volved all four. Gordon, who usually 
writes all or most of the script of each 
production, carefully plans the execu- 
tion of all necessary effects in advance. 
Indeed, it is his knowledge of and abil- 
ity to execute the various special effects 
that enables him to “dream up” the plots 
and story angles that mark his particu- 
lar brand of pictures. 

Some of the startling effects which 
Gordon has accomplished are to be seen 
in the accompanying photos, For “The 
Colossal Man,” the illusion of the giant 
was produced mainly through use of 
miniaturized sets. Split screen plus over- 
size sets produced the illusion of the 
miniature people in contrast with the 
man of normal size in “The Fantastic 
Puppet People.” And the awesome sight 
of the giant grasshoppers overwhelming 
a city was accomplished by using large 
photo cutouts of buildings, placing the 
grasshoppers upon them, then over- 
cranking the camera to slow down their 
movement on the screen. 

The productions mentioned above 
have all been filmed on a Hollywood 
sound stage and with regular profes- 
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sional technical crews. Cinematogra- 
pher Jack Marta has directed the pho- 
tography of the last three Gordon pro- 
ductions; Earnest Laszlo, A.S.C.. and 
Joseph Biroc, A.S.C., each have filmed 
one. In each production, Gordon worked 
closely with these men during the film- 
ing of special effects, whereas with most 
major studio productions, this work 
would be executed by a separate de- 
partment. Few screen directors today 
are skilled in the art and techniques of 
special effects and are glad to let some- 
one else handle this phase of a produc- 
tion. . 

Gordon’s gift for effects is something 
like the talent that in the early days of 
films was vital to the success of every 
cameraman, For in those days “effects” 
as they were known then (such as fades, 
lap-dissolves, superimposures, etc.) were 
executed in the camera. There were no 
special photographic or optical effects 
departments then, and cameramen vied 
with each other in dreaming up new ef- 
fects and devising ways of accomplish- 
ing them. And so it is with Gordon. 
Instead of writing an effect into the 
script and leaving it to others to exe- 
cute, he manages the entire effect him- 
self and does it better because he has 
already woven the story fabric in such a 
way that the effect fits neatly into it. To 
leave it for another to do would not only 
interrupt the continuity of production 
but invariably delay production as well. 
Gordon’s’ films are acknowledged 
“quickies” that fill a definite exhibitor 
need and, more important, make money. 

Not all of Gordon’s problems arise on 
the sound stage. Trouble often is encoun- 
tered long before a picture goes before 
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the camera, such as the search for the 
right grasshoppers for “The Beginning 
of the End.” For this picture, which in- 
volved giant “hoppers taking over a 
large modern city, a special species was 
required - a wingless variety that 
neither flew nor hopped. These were 
vital because it would have been im- 
possible to control the common variety 
on the sound stage. 

The non-hopping grasshoppers were 
finally located in Texas, but getting 
them to Hollywood posed another prob- 
lem. California agriculture authorities 
balked at the idea of bringing into the 
state any kind of insect. California had 
enough as it was, they said. So after 
taking the necessary steps to guard 
against escape and_ multiplication 
through breeding (admitting male ‘hop- 
pers only insured this last qualification), 
Gordon obtained some 200 of the insects 
and went to work on the grasshopper 
sequences. The rigors of the sound stage 
soon began to take its toll until there 
were but 12 grasshoppers left. “We 
really had a time trying to make those 
twelve look like a swarm in the closing 
days of shooting.” Gordon said. “Under- 
standably, he added that this picture was 
the toughest of all the horror series he 
has made thus far, demanding the ut- 
most patience. 

Besides demonstrating that he can 

(Continued on Page 454) 


COMPLETE MOTION PICTURE EQUIPMENT 


RENTALS 


FROM ONE SOURCE 
CAMERAS LIGHTING EDITING 


MITCHELL Mole Richardson Moviolas ® Rewinders 
16mm Bardwell McAlister Tables ® Splicers 
35mm Standard Colortran Viewers (CECO) 

35mm Hi-Speed Century GRIP EQUIPMENT 
35mm NC * 35mm BNC Cable Paralleis ® Ladders 
BELL & HOWELL Spider Sones 2 Steps © Apple Boxes 


. Bull Switches r 
Standard ® Eyemo ® Filmo Scrims ® Flags 
Strong ARC-Trouper Gobo Stands 


ARRIFLEX 10 Amps 110V AC 5000W- A . 
Ste, © Siam 2000W-750W Complete grip equipment 

CECO Cone Lites SOUND EQUIPMENT 
WALL . ie fi 
35mm single system (shadowless lite) Magnasync-magnetic film 

Gator Clip Lites Reeves Magicorder 
ECLAIR CAMERETTE Barn Doors Mole Richardson Booms and 
35mm @® 16/35mm Diffusers Perambulators 


Combinetion aie Portable Mike Booms 
AURICONS ee Portable Power Supplies to 
all models single system ZOOMAR 35mm operate camera and recorder 


Cine Kodok Special WE SHIP VIA AIR, RAIL OR TRUCK 


Maurer ® Bolex 
Blimps © Tripods 
DOLLIES 
mms Cy Ailicaa CQuipment (..INC. 
ayers ame Dept. A 315 West 43rd Street, 

New York 36, N. Y JUdson 6-1420 





FRANK C ZUCKER 











kinevox 





Announcing ... THE NEW KINEvVoXx 
Model K-816-T 
TRANSISTORIZED MAGNETIC RECORDER /REPRODUCER 


®@ Complete in ONE case 


®@ Conforms to Motion Picture 
Standards 


@ Film capacity 800 feet 
(1600 feet with MYLAR base stock) 


® Digital footage counter 
®@ Light weight—28 pounds 


@ Simultaneous Playback available 





© Speaker with self-contained amplifier 
in matching case now available 16MM. © MODEL K-816 


WRITE TODAY FOR FREE BROCHURE 


1646 18th STREET * SANTA MONICA #® CALIFORNIA 


é ®@ Belram Electronics — Brussels, Belgium 
Representatives @ Photo Agencies (Pty) Ltd. — Johannesburg, South Africa 
@ Technical Factors, Ltd. — Tokyo, Japan 
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type, capitals or upper-and-lower case) 90c per line. Send copy with 





CLASSIFIED ADVERTISING 


RATES: Ads set in lightface type, 10¢ per word; minimum ad, $1.00. remittance to cover payment to Editorial Office, American Cinematog 
Text set in lightface capital letters (except Ist word and advertiser's rapher, 1782 No. Orange Drive, Hollywood 28, Calif. Forms close 15th 
mame) 15¢ per word. Modified display format (text set in boldface of month preceding date of issue. No discount on Classified Advertising 











STUDIO & PRODUCTION EQUIPMENT STUDIO & PRODUCTION EQUIPMENT 


STUDIO & PRODUCTION EQUIPMENT 





MID-YEAR CLEARANCE CONTINUED 
— $.0.S. REMOVES THE GUESS — 
EVERYTHING NEW OR SERVICEABLE UNLESS OTHERWISE DESCRIBED 


CAMERAS 35mm 
$ 995.00 


MITCHELL 35mm CAMERA, single lens mount, syncmotor, 16 fps. Reconditioned 
MITCHELL BNC OUTFIT, 6 Baltars; cams to one foot; 2 magazines; syncmotor; TV calibrated view- 
finder; sunshade matte box; cases; recently rebuilt 14,995.00 
WAiL MOVIETONE CAMERA, 4 lenses: 2 mags 12V motor: sunshade matte box; Mitchell type 
viewfinder Close out : “3 1,200.00 
CUNNINGHAM PORTABLE CAMERA; 3 Baltars; pilot pin movement; 110V moto 1—200’ mag. and 
case 495.00 
ACME ANIMATION Camera, Model 5 w/automatic dissolve and footage counter. $3,400 value 
excellent 2,495.00 
MITCHELL NC w/4 Baltar lenses; 2 magazines: viewfinder; 2 motors: matte box: sunshade; tripod 
Reconditioned 6,995.00 
CAMERAS 16mm 
AURICON CINEVOICE Sound-on-Film Camera complete w/variable area galvanometer; amplifier; mike 
headphone; cables; 1” 1.9 lens and case. Excellent $ 495.00 
MITCHELL 16, 220v 3-ph. sync. motor; 4 Baltar lenses; large viewfinder; 3—400’ mags.; cases 
$6,500 value. Excellent 4,495.09 
MAURER O5 CAMERA; 4 lens turret: vertically mounted syncmotor; turret and focus controlled from 
eor like TV. Less lens, mag. and finder 1,995.00 
CAMERA ACCESSORIES 
PROF. Jr. BLIMP for Cine Special w/syncmotor. $750 value $ 495.00 
Filmo Shiftover Alignment Gauges, $55 value , 24.95 
American Cinematographer HANDBOOKS, 8th Edition. Under '/. price 2.35 
Tripod Triangles, prevent slipping; $30.00 value. New 19.95 
JUMBO size CHANGING BAGS. New 4.95 
EYEMO LENSES, Ilex Cinemat, £2.9:; 35mm focus. Fine condition 59.50 
129.50 


MITCHELL type HEAVY DUTY tripods. NEW 
(take Mitchell, Houston-Fearless or Ceco TV Freeheads) 
PAN CINOR Lens 20/60mm f2.8, matched finder. Excellent... 5 
BRAND NEW Jr. type TRIPODS, Reg. $145.00. Reduced to 119.5 
RECORDING & PLAYBACK 


MOLE RICHARDSON 17’ mike boom with 3 wheel perambulator. $1,500.00 value $ 795.09 
NEW MAGNETIC PLAYBACK Units for B&H Filmosound 99 50 
KINEVOX 4 position AMPLIFIER MIXER, latest type. $525.00 value..... 294.00 


MAGNASYNC X-400-13 triple dubber back mounted w/shaft interlock and preamplifiers. $2,700 value 2,150.00 
HALLEN 25B MAGNETIC l6émm RECORDER; 2000’ arms; 3 inputs: playback amplifier; power supply 

and speaker. $1,495.00 value ‘ 
ANIMATION & SPECIAL EFFECTS 


ANIMATION BOARD 48”x30” overall. Moves E/W/N/S with 3 registration pins and adjustable 
platen. $2,000 valve, new condition $ 695.00 
Bodde 200W P3AC BACKGROUND Process PROJECTOR on rolling stand w/blowers, powerstat, and 


4”x5” slide carrier. $945 val. Excellent 495 
S.0.S. PROFESSIONAL TITLER & Special Effects Kit. Handles animation 

TG II $175.00 TG il $225.00 TG IV 325.00 

ACME PEGBOARD mounted, add $25.00 
LIGHTING EQUIPMENT 
PEARLEX CARBONS for 16mm arc projectors. 25 sets 1/3 off $ 4.95 
Mole-Richardson 120 Amp. MOLARC (Type 90) ON PEDESTAL with Grid and Cables. $1,160 value 
; eee 695.00 


Excellent condition : 
4 Hole PLUGGING BOXES with cable. $50 value 22.50 


5 lite DOULE BROADS on stands, $145 value 89.50 
WARNER HIBOY 48” Reflectors with stands, $135 value 79.50 
FLOODLITES with Barndoors on stands, take up to No 2 photoflood, case included 49.50 


CUTTING ROOM EQUIPMENT 
DEBRIE 35mm EDITING TABLE with synchronizer, motorized rewinds $500.00 value. Close-out $ 119.50 
B&H Hot Foot PEDESTAL SPLICERS. Reduced. 35mm only $695. 16/35mm 
GRISWOLD 35mm splicers R-2. Good condition . 
Prestoseal HOT SPLICERS 16mm or 35mm optional. Excellent cond. . 395.00 


MOVIOLA DIFFERENTIAL REWINDS, 4 shaft 35mm, reg. $480.00 pair 295.00 
SOSoft EDITING GLOVES—light, doz. pair 1.29 
Medium weight, doz. pair. 2.29 
China MARKING CRAYONS, brown, ', prize. Per doz 1.00 
1200’ PLASTIC REELS, 16mm. Reg. $4.50. SPECIAL 1.95 
MOVIOLAS AND EDITING MACHINES 
CRAIG 16mm VIEWERS, good condition $ 19.95 
36mm MOVIOLAS with 3” Marified Picture, automatic takeups, Gov't Surplus—good condition 189.00 
KP 16mm Green MOVIOLAS 4/2',”x3'/,” picture. NEW. 395.00 
MOVIOLA 35mm UDCS 3”x4” picture on one side, optical and magnetic sound on other. Good cond 985 .00 
Dozens of Good 35mm SOUND MOVIOLAS, starting at 395.00 
PRINTERS 
B&H 35/16 Picture REDUCTION PRINTER. Rebuilt $ 4,995.00 
BELL & HOWELL 35/16mm Picture Reduction Printer, $7,500 value, reconditioned 3,995.00 
Duplex 35mm COLOR PRINTERS with automatic lite change filter apertures, $1,800 value. Less than 
1/6 cost. Excellent oad 2,495.00 
DEPUE OPTICAL 35/l6mm Soundtrack Reduction Printer, $7,500.00 value, reconditioned excoeeee 1,195.00 
LABORATORY 
RENT or BUY this MOY 35mm FILM EDGE NUMBERING MACHINE, excellent condition $ 1,500.00 
Also available ON TIME PAYMENTS or ON RENTALS for $50 weekly. Within 3 months 
half of the rentals can be applied against purchase price. 
HOUSTON 35mm Model 2 Processors, neg./pos. w/refrigeration; recirculation; air pump; tempera- 
ture control, speeds to 1200’ per hour. Gov't paid $10,000. Reconditoined..... : 1,995.00 
Stineman 16/36mm DEVELOPING OUTFITS, 200’ in case with loading device. New, Surplus. $200 value 99.75 
NEUMADE 35mm 2000’ CLEANING MACHINES. Regularly $425.00, likenu ‘ : 295.00 
(for conversion to 16/35mm add $50) 
TRADES TAKEN Phone PL 7-0440 Cable: SOSOUND 


$.0.S. CINEMA SUPPLY CORP., Dept. fc 
602 W. 52nd Street, New York 19 
Western Branch—6331 Hollywood Bivd., Hollywood, Calif.—Phone HO 7-2124 
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OUR 28th YEAR %& %& %& %& SUPPLYING EVERYTHING 
PHOTOGRAPHIC AND CINEMATIC 


16MM ARICON-CINE VOICE conversion to 400’ 
B&H magazine, features 3 lens turret, 1”, 
2”, 3” speed lenses, | 400’ magazine, | 
Parrish viewfinder, amplifier, Pro Cine tri- 
pod & case $1098.00 
35mm DEBRIE CAMERA MODEL L/E featur- 
ing 28mm Schneider, 50mm, 75mm lenses, 
Pilot Registration Pins, Direct focusing on 
ground glass, 5—400’ magazines, free- 
head tripod. Matte box. Solenoid Stop Mo- 
tion Motor for 1-1 Exposure Value 
$2355.00 12 
ART REEVES SENSITESTER 35mm Value 
$2,000.00. Special $50.00 
BRUNT-MYER BLIMP for Cine Specic' 
camera, + one or two 110 volt, synchron- 
ous motor, Astro erect-image viewfinder, 
follow focus gears. Value $990.00. Special 625.00 
B & H 16mm FILMO CAMERA Model 70-DA 
with 17mm {2.7 Wollensak, 1” 1.5 Dal- 
meyer, 2” f2.8 Schneider. 3” f4 B & H 
Teletar, and 6” {4.5 Telephoto Xenar 
Lenses; 2-400’ Magazines; Motor; Wells 
Semi-Professional Tripod; Carrying Case. 
Ve SP OGS.GO. SRO nncccccccscecssecscsssnssceses 1150.00 
35mm B & H SINGLE SYSTEM SOUND CAM- 
ERA. Lenses: 40mm, 50mm, 75mm, 125mm. 
Modulite galvanometer, amplifier, motor, 
Tachometer. 2-1000’ magazines, Tripod 
with Freehand, quick release legs, carry- 
ing cases. Guaranteed 2750.00 
35MM. GRAFLEX IDENTIFICATION UNIT 
COMPLETE—!.D. camera w/100 ft. maga- 
zine, stand w/lights & built-in number- 
ing ‘device. VALUE $595.00... .. 285.00 
35mm DUPLEX PRINTER Adapted “for. “sound 
track, excellent for duping. Academy Aper- 
ture. Speed 250 pictures per minute per 
side. Two light change boards, 18 different 
lights each side, 21 scenes. Motor 1!0 V, 
perfect mechanical condition 575 
MOLE RICHARDSON 2000 Spot, rolling stand 
and Lamp OOM and Mike Combination 
Special 
B & H 12V or 24V EYEMO & FILMO MO- 
TORS. New. Value 142.00..................-c--e0e0e0 95.00 
ENLARGERS, EXCELLENT CONDITION, €EL- 


WOOD. Auto focus, w/leMs...................--.000 235.00 
16mm Sound Cameras. Auricon Pio Jr. 200 

it, magazine capacity. Also Cine Voice 100 

ft. magazine. Ga:antee BIG saving 
35mm 400 ft. Cineflex magazines. Arriflex 

adaptable. Vaive $165.00. Price... ad 100.09 
5x7 EK AUTO FOCUS WITH LENS............. 175.06 
MOVIOLAS sound and silent editing ma- 

chines, synchronizers, rewinds at big sav- 

ings. 
35mm WILLART OR PATHE professional cam- 

eras, 400 ft. magazines, studio models, 

direct view through-lens focus. Good for 

animation, newsreel or experimental work 

OS eee ee 195.00 
35MM CINEX Film Cleaning ‘Machine. Values: 

$1250.00. Special 475.00 
SOLENOID STOP MOTION MOTORS, time con- 

trol for 16 of 35mm animation cameras.... 165.00 
16mm SOUND projectors various makes 

$150.00 ane up 
AERIAL CAMERA, K-20, 6 & 3/8 F4.5 Bausch 

& Lomb lens, list price new, $300.00 

Special 55.00 
16mm CINE SPECIAL Model | ........................ 425.00 
AURICON PRO CAMERA, Model CM 71, 

Sound, 2 200 Foot Magazines, Noise Re- 

duction Amplifier, Hi-Fi Mike and Accesso- 

ries, Combination View & Camera Finder, 

1/ F1/9 E. K. Lens, Portable Power Supply 

Unit. Pro Jr. Tripod, Carrying Case. Value 

$2133.00. Excellent condition. Price 1345.00 
HALLEN 17%mm Tape Recorder, Sprocket 

drive. Price 5 550.00 


SPECIALIZING IN MOVIE AND TELEVISION SUPPLIES, 
TRIPODS, SYNCHRONIZERS, 16mm SOUND CAMERAS 
lights, lenses. mikes, booms, dollies, motors, etc 
New—Used. Reasonable prices. Cash for used equip 
ment. Trades taken. 
HOLLYWOOD CAMERA EXCHANGE. LTD. 
1600 CAHUENGA BVLD., HOLLYWOOD 28, CALIF. 


RANGERTONE Academy Award winning '/,” lip-sync 


tape recorder $1250.00, Mitchell 16mm professional 
blimp $1,000.00, Maurer Model ‘‘D'' 16mm optical 
film recorder $1995.00, will consider trades for 


Auricon 200’ model cameras, with or without re 
cording amplifiers. SPORTSREEL PRODUCTIONS, 1114 
Carleton St., Berkeley, Calif 
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F&B BARGAIN SALE 

Never before has first-class equipment been offered ct 
such low prices—subject to prior sole—Send check 
with order for certain delivery. 


AMPRO ARC 16mm Projecto:s—Hi-Iniensity 


Complete with Stands, Rectifies, Ampii 

fiers, Speakers—$775.00 Each—Both for $ 1,395.00 
2KW SPOTLIGHTS—Fresnel—Brand New 85.00 
MAURER RECORDER—Model 10—1l6mm 

Complete & Perfect ited 5,990.00 
MITCHELL CAMERA 16mm—4 Baltars., 

Perfect 4,690.00 
MOVIOLA 16mm—Comp. & Sep. Sound 1,145.00 
MOVIOLA 16mm Pic—lémm Opt. & Mog 

Sd. 35mm Opt. & Mag. Sd 1,495.00 
MOVIOLA 35mm—Comp. & Sep. Opt.— 

Mag. Sd 895.00 
MOVIOLA 35mm—Pic. Only—New—Block 

Model 195.00 
AURICON Pro-200—Turret—Complete—Etc 1,195.00 
CINEVOICE Model 1i—v.D Galvo No 

Aomi. Like New 495.00 
CINEVOICE 600 ft. Conversion—Complete 895.00 
PAN-CINOR 17-70mm—Like New 295.00 
ILLUSTRAVOX SR. Sound Slidefilm Prop. 2 

Speed Turntable—300w. 67.50 
CINE COMPACTO JR. 16mm—Repetitive 

Sound Proj.—8x10” Screen—800’ Cap 

like New 195.00 
EYEMO 71 Q D-um Finder, 2 Lenses 285.00 
WOLLENSAK Model 1500 Tape Recorder 133.95 
PENTRON Aristocrat Stereo Tape Recorde 179.50 
PHOTOFLOOD #2 Bulbs—2 Dozen 2.95 
FIBERBILT Fibre shipping cases—New. Holds 

8—400 ft. 16mm reels. 6 for 10.00 

For 3—400 ft. 16mm Reels. 6 for 6.95 
LINHOF Heavy Duty—Prof. Pan & Tilt Tri 

pod 125.00 
MOVIOLA 35mm Pic. & Sep. opt. Sound— 

No takeups 475.00 
MAURER 16mm Camera—Synce Motor—2 

Mags. Complete 2,250.00 
PAN-CINOR 20-60mm—-Lens 149.50 
CINEFLEX 35mm Camera—35, 50, 150mm 

Goerz Lenses, 2 Mags., 2 Motors—Filter 

Holders 695,09 
MITCHELL BNC with Crab Dolly—Worrall 

Gear Head—Complete 18,500.00 
MITCHELL Heavy Duty Friction Heads 260.00 
NOMINAR 1” FO.95 Lenses—''C’’ Mount 55.00 
NEW NORWOOD DIRECTOR Exp. Meters 15.75 
CINE SPECIAL 4 Lens Turret—200 Ft. Mag 

—Mitchell Viewfinder 895.00 
BELL & HOWELL Specialist Tape Recorder 145.00 
BELL & HOWELL Mod. 385 SD. Proj. 375.00 

Hundreds of other items on sale. 
Phone — Write — Drop in 
FLORMAN & BABB. INC. 
68 W. 45th St., N.Y.C. 
CiNE spades |, adapted C mount lenses, 100’ Mag., 
— /\.9 Ektar, Reflex Image Magnifie’ (cost 
50), > nl case, 4 extra finder obj., excellent 


pene Thy $495.00. B&H 70 DA, pos. finder w/3 
obj 3 lenses case, hand crank. Excellent con- 
dition, $275.00. Eyemo w/6” fixed lens $90.00, 
w/Reflector sight and f/2.8 Eyemax $135.00. 
LENSES, 16mm in C Mount: Pan Cinor 60, $95.00. 
Yvar 150mm f4, like new $99.50, Hugo Meyer 
102mm £/2.8 uncoated, $45.00, Elgeet 75mm f/2.9 
new, $45.00 used $35.00. Astro 400m _ f/5, 
£150.00. Cooke Panchrotal T/2.5-4” as new $85.00. 
6” Eyemax £/4.5 uncoated, $39.50. LENSES, 
Mounts as specified: Elgeet 102mm f/2.7 new, 
Cine Kodak or C $60.00, Elgeet f£/1.5 13mm W.A., 
CK or C $65.00. Kilfit 300mm f/5.6, weighs only 
2 Ibs. C mount, fits any 16 or 35mm movie or still 
camera and Hasselblad, with available adapters, 
$125.00. B&L £f/5.6 20”, Kilfit Mounts as above 
$175.00. Schneider £/5.5 360mm, C or Exacta 
$125.00. MOTORS, Camera, B&H Std. 110V AC- 
DC $86.50, Eyemo or Filmo SYNC 110V $75.00. 
MAGAZINES, B&H Type 400’ $40.00. 1000’ $50.00, 
Auricon 600’, for Super 1200 camera, LN $100.00 
Recording Galvanometer Modulite VD $85.00. ACE 
35mm Viewer, with Image Magnifier, footage and 
frame counter LN $199.50. Griswold 35mm splicer, 
like new $19.95. P.O. Box 1457, Tampa, Fla. 


USED BUT GUARANTEED CAMERA AND LENS SPECIALS 
Cine Kodek Special outfit f1.4 Ektar lens, 

offset turret mode! 4” & 6” Kodak Tele- 

photos with 2—100 foot Magazines; case....$1 ny 00 
Cine Special | f1.9 lens, case...... . 395.00 
1%” £1.3 Balowstar for 16mm ‘‘T’’ stop 

calibrated . 149.00 
35mm Bell & Howell Evemo 3 lens outfit with 

case . 395.00 
100 foot rolls 16mm. Super Anscochrome_in- 

cluding: 


Ansco De i ics ee: $ 27.50 
Arriflex deluxe Tripod........... 115.00 
Professional Junior Tripod 85.00 
Cine Kodok Special Tripod. 59.00 


WESTEN’S 


800 State Santa Berbera, California 


AURICON equipment, | querantecd like new Pro 200 
CM-71. VA galvanometer, three magazines, mike 
camera carrying case; NR-24 amplifier; ATR power 
supply unit; battery charger; Professional tripod. 
$1715.00 value, $850.00. Box 384, MESSENGER 
FILM PRODUCTIONS, Mayfield, Ky 


GOING OUT OF BUSINESS SALE 
16MM, B&W FILM PROCESSING MACHINERY 


Item 1—One deluxe Modei 1-R, new-unused 

complete, originally $4,225.00, now $2 000.00 
Item 2—One Model S-R, new-unused-com- 

plete, originally $1,625.00, now. . 1,000.00 
Item 3—One Model S-R, new-unused-incom- 

plete, originally $1,375.00, now 750.09 
Item 4—One Model O-N.P., mew-unused- 

incomplete, originally $895.00, now 500.09 
Item 5—One Model O-N.P., new-unused-in- 

complete, originally $895.00, now 500.00 
Item 6—One Model O-N.P., new-unused-in- 

complete, originally $895.00, now 500.00 
Item 7—One Chemicol Siphon Pump, new- 

unused-complete, originally $85.00, now 65.00 
ltem 8—One Rotary Air Compressor, new- 

unused-complete, originally $95.00, now 75.00 


Will sell items it tr en in one lot for 


$5,000.00. 
MILFORD FILM MACHINE EXPORT DISTRIBUTOR 
Cinefot International Corp. 


©. Box 343 
Milford, Connecticut 303 West 42nd Street 
New York 36, New York 
SALE 
CAMERAS: 2 Cine Specials with accessories; 2 Auri- 
ron Super Pros, silent with accessories; 1 Maurer 
with accessories 


LENSES: Set of Ektar; Set of Cooke. 
MISCELLANEOUS: Sync drive for Cine Special; AC 
DC variable speed motor for Cine Special; 2 


rotary converters; 4 Mole-Richardson double broads 
3 Kleigle double broads; 2 Pro Jr. tripods; Tele- 
skool prompter; scenery and props. 

SOUND EQUIPMENT: complete Maurer studio sound 
system; 2 Maurer film phonographs, optical and 
magnetic; | regulated B and A supply for dubbers 
2 Reeves magnetic recorders; 1—1200 ft. console 
supply with torque motors; 1 Reeves 2 position 

1 table including 2 sync Presto tables, West- 


mixer 

ern Electric vertical and lateral pick-ups with volt- 

age supplies and monitor; 1 Presto Y professional 

disc recorder with amplifier and speaker. 
LABORATORY EQUIPMENT: Fonda negative-positive 

automatic developing machine Neumade film 

cleaner. 


Details and Prices on Request 
BYRON, INC. 


1226 Wisconsin Avenue Washington 7, D.C. 





PROTECT valuable cameras, complex electronic equip- 
ment, motors, generators, vehicles against rust and 
corrosion due to moisture and condensation. SPRA- 
DRI, a patented chemical in 12 oz. aerosal can, 
exceeds Federal specification Mil-C-16173A(3), ex- 
cellent for ‘‘location shooting studio use, manu- 
facturing and shipping of valuable equipment. Un- 
conditionally guaranteeci, developed by a govern- 
ment agency. Per can: $3.50 Postpaid, discounts to 
quantity users, dealer inquiries invited. BERGMANN 
ENTERPRISES, 215 N. Flores St., San Antonio, Texas. 
Exclusive national, international distributors 


16MM HOUSTON- Ke 1A = 

For reversal or positive film. Complete with re- 
frigerator units, temp controls, condensors, etc. 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL model A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection of 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York 


developing machines. 








CINE KODAK SPECIAL 1 FI.9 $195.00 
K100 TURRET CAMERA LESS LENS 150.00 
9MM F2.2 ANGENIEUX LENS ‘'C’’ MOUNT 65.00 
CINE KODAK K F1.9 LENS AND CASE 49.95 
GRISWOLD JR. SPLICER 8 OR 16MM. 12.49 


MAIL ORDERS FILLED PROMPTLY. 
CAMERA CRAFT 42ND ST., INC. 
18 E. 42nd St., Dept. J New York 17, N.Y. 


FOR SALE—Art Reeves Sensitester model +AC4I1, Se- 


rial 3758, complete w/voltage regulator for 
35mm & T6mm. Excellent condition. $495.00. 
CAREY-SWAIN, INC., P.O. Box 2384, Sarasota, 


Florida. 





FOR SALE 
Used iate model MAURER cameras. Economically 
priced. Write for details 


CAMERA EQUIPMENT COMPANY, INC. 
315 West 43rd Street, New York 36, New York. 


FILM PROCESSING MACHINERY 
Rebuilt trade-ins, demenstrators. etc. Black-and-white 
and color. All makes. Low prices. Send for lists. 
FILMLINE CORPORATION, Erna Street, Milford, 
Cann 





MAGNECORD PT63 triple head, 2 case tape recorder. 
Excellent, professional. Best offer over $425.00. 
RADIANT PICTURES, Box 461, Sheboygan, Wiscon- 
sin. 











FOR SALE—Two large used processing machines, 100 
ft. per minute, 16-35mm processor. 100 ft. per min- 
ute reversal color processor. METAL MASTERS, 5599 
University Ave., San Diego 5. Calif. 

BELL & HOWELL camera rackover two 1000 maga- 
zines, lenses. Mitchell finder and tripod. Write 
MARTORELL, Sur 51-154 Mexico City 13. 
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ARRIFLEX blimp, 400 foot 35mm, 220v. sync motor 
with transformer for 110v. operation. Used only 
twice, is in absolutely new condition. Private. 





$1275.00. Box 1312, AMERICAN CINEMATOG- 
RAPHER. 
CINE Special Series 1, as lens. 


$400.00. 
Write Box 1250, ANAERICAN CINEMATOGRAPHER, 





KODAK Cine Special 1, excellent, 25mm F/ 1.9, tae 
f/2.8, Ektar $400. 00. WISCONSIN STATE COL- 
LEGE, Photo Dept., Eau Claire, Wisconsin. 





STOCK FOOTAGE FOR SALE 


ACCIDENTS 
CAR-TRUCK-AMBULANCE-POLICE — Day-night — EK 
16mm color. (Can fili your order, send script in ad- 
vance) Highway scenes taken from car, etc. JIM 
SEYMOUR—accident photos. 115 No. Main St., 
Crystal Lake, Ill. Phone 653—Person to Person. 








STOCK FOOTAGE WANTED 





STOCK SHOT FOOTAGE 
WILL PURCHASE selected footage, 16mm or 35mm, 
color or black-and-white, suitable for commercial 
library. Payment based on subject matter and phto- 
graphic quality. Submit films or description to 
WORLD WIDE FILMS 
Elmer Dyer, ASC, 
108 So. La Jolla, Hollywood 48, California 
Phone: WEbster 9-8308 





SERVICES 





HAVE camera will travel. 16 and 35mm assignments 
in Florida and the Caribbean. Stock footage, travel, 
industrial, underwater, documentary, sports, and 
newsreel. Filmed to your requirements. NORWOOD 
STUDIOS, 932 NE 6th Ave., Gainesville, Florida. 
Phone Franklin 6-5980. Collect. 





LABORATORY & SOUND 





ROCKY MOUNTAIN 16MM HEADQUARTERS 
16mm Black & White and Anscochrome—Processing— 
Printing — Recording — Editing — Production — Rental 
Sales All types of film in stock. 
Write for Price List 
WESTERN CINE SERVICE, INC. 
114 &. 8th Ave.. Denver 3, Colorado TAbor 5-2812 





SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality quaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERV:CE 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio 
Phone Endicott 1- 2707. 








16mm SOUND and picture “editing—sound recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes ana L.A. Harbor, 26246 Fairview 








Avenue, Lomita, Calif. DAvenport 6-4925. 

CUSTOM lee reversal processing. Tri-X, lus-X, 
931, 930. 1 day service by professionals .04 per 
foot. CARR PHOTO SERVICES INC., 3393 Main 
Street, Weirton, W. Va. 

WANTED 





SELL OFF SAFELY AT S.O.S. 
WE BUY * SWAP © SELL * CONSIGN 
WE'LL GET YOU MORE AND WE WORK CLOSE 


For Cameras, Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, 
Studio or Laboratory Equipment 


you don't need. 

WE ALSO TAKE CONSIGNMENTS. 
SET YOUR OWN PRICE— 
OUR PERCENTAGE IS SMALL 
WIRE US - WUX New York, 


Phone PL 7-0440 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Holiywood Bivd. 
Hollywood, Calif., Phone HO 7-2124 


- WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT. 
CAMERA EQUIPMENT COMPANY 
315 WEST 43RD STREET, NEW YORK 36, N. Y 
CABLE: CINEQUIP 
Mitchell — Akeley — B 5 H — Wall — Eyemio 
Cameras — Len — Equipment 
NATIONAL CINE. “EQUIPMENT. INC. 
209 West 48th St. New York, N.Y. 


WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new equip- 
ment. Let us know what you have and what you need 
THE CAMERA MART, INC. 
1845 “Broadway Plaza 7-6977 New York 23, N.Y. 
(Continued on Next Page) 
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WANTED 





TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


PILOT FILMS, amateur productions—adventure, travel 
documentary—wanted for TV. We agent or take on 
contract. WORLD FILMS, INC., Box 38644, Holly- 
wood 38, California 


WANT TO BUY 35mm short ends. Must be fresh stock. 
Quantities of 2500 feet or more. Call STanley 
7-8450, North Hollywood or write Box 1308, AMERI- 
CAN CINEMATOGRAPHER 


without re- 
1114 


AURICON 200’ model camera, with or 
cording amplifier. SPORTSREEL PRODUCTIONS 
Carleton St., Berkeley, Calif. 





POSITIONS WANTED 





PRODUCTION Manager, thoroughly experienced in all 
phases of 16mm motion picture production, desires 
permanent position or assignments. Free to travel 
Box 1315, AMERICAN CINEMATOGRAPHER 


the Pic- 


CAMERAMAN Recently discharged from 
Corps. Ex- 


torial Branch of the U.S. Army Signal 
perienced in editing, sound recording and labora- 
tory. Would like join young, progressive film 
making organization, expedition or exploration 
party. Single and free travel anywhere in the 
world. References and more detailed information on 
request. Box 1316, AMERICAN CINEMATOGRAPHER. 


to 


to 


FREE-LANCE motion picture photograhper searches for 
employment in TV or studio production, 16mm or 
35mm. 29 years, good physical condition. Will travel 
on location anywhere. Desires any type of work 
in relation to photography. Have shot thousands of 


feet of black-and-white and color 16mm for small 

market accounts . also still work. Box 1317 

AMERICAN CINEMATOGRAPHER 
DIRECTOR-CAMERAMAN EDITOR of i non-theatrica! 


films. Young man (25) married. Employed by Audio 


Visual Service USOM/L, Beirut, Lebanon as Program 
of 


Advisor. Worked as director-cameraman, editor 
16 & 35mm films. Resume on request. Write 
HRAYR TOUKHANIAN, 714 Glenwood Ave., Syracuse 


7, N.Y. Phone GR.5-4614. 


FILM 


WRITER-GENERAL PRODUCTION ASSISTANT— 
Seek position as film writer, researcher, general 
production assistant with educational-documentary 
film producer. Background in technical writing and 
in 16mm. film production. 36, single, free to re- 
locate, travel. Box 1313, AMERICAN CINEMATOG 
RAPHER 
ANIMATION DIRECTOR—Best of references. Desires 


position where production and business experience 


can aid your company. Will invest some cash if 
partnership is desirable. Write Box 1311, AMER- 
ICAN CINEMATOGRAPHER. 

YOUNG man, age 23, desires part time technical 


work with motion pictures in Northern New Jersey 
area only. Available evenings or weekends. Write 
Box 1310, AMERICAN CINEMATOGRAPHER 





ASSIGNMENTS WANTED 





Camera crew and equipment available for theatrica! 
production in mid-west. Latest Mitchell equipment 


camera car, etc. |.A.T.S.E. crew; hand-in-glove op- 
eration. Plates, second unit, or your entire picture. 
List of credits happily furnished Box 1314, 


AMERICAN CINEMATOGRAPHER 
l6mm—35mm ASSIGNMENTS. Cambodia, Laos, South 


Vietnam areas. Newsreel, documentary, handicroft, 
wild footage. Color or black-and-white. VU VAN 
THA!, 103/11 Phat Diem, Saigon, Vietnam 


IMMEDIATE ASSIGNMENTS WANTED 
ANYWHERE IN THE WORLD: silent or sound; colour 
& B&W; 16mm or 35mm. Footage to your specifica- 
tions, shot with the latest equipment. Write or Cable 

J. C. PENNIE PRODUCTIONS 
Highland Road, London, Canada. 
Remember Imagination is our most important 
product 


in Johannesburg, 16mm Arri- 
double sound. Any require- 
swiftly supplied. CHARLES 
Johannesburg, Cable © 'Fi:m- 


SOUTH AFRICA Based 
flex, 16mm single or 
ments from this orea 
CHANNON, Box 8325, 
news Johannesburg 


20 
Stock 
Road, 


EUROPEAN COVERAGE undertaken anywhere 
yeors experienee, see International Almanac. 
shots available. JOHN BYRD, 27 Arthur 


London, S.W. 19, England 


454 e AMERICAN CINEMATOGRAPHER 


‘HOLLYWOOD DOORBELLS 


(Continued From Page 451) 


produce low-budget films that make 
money at the boxoffice, Bert Gordon has 
at the same time brought into sharp 
focus the fact there’s probably a lot of 
other ambitious and imaginative young 
men around these days with fresh ideas, 
just waiting for the opportunity to dem- 
onstrate their potentials, Here. Gordon's 
recent accomplishments would seem to 
strengthen the newcomer’s position, es- 
pecially at a time when the industry ap- 
pears to need new ideas—in stories and 
in film-making economy. 

Only a few years ago Gordon took up 
a l6mm ciné camera and began mak- 
ing movies. Like so many others, cer- 
tain aspirations took hold and he set his 
sights on a professional career. He took 
advantage of what meagre local oppor- 
tunities came along, and then suddenly 
found himself a producer of TV com- 
mercials, There are many other 16mm 
ciné photographers now coming up this 
very road, and Gordon’s success should 
give them courage. a 





PHOTOGRAPHIC ASSIGNMENTS 


(Continued From Page 412) 


WARNER BROS. 


@ Epwin Dupar, ASC, “Sugarfoot”* with 
Wil Hutchins. Leslie Martinson. director. 


@ Russert Harrtan, ASC, “Rio Bravo” (Ar- 
mada Prods.: WarnerColor) with John Wayne 
and Dean Martin. Howard Hawks, producer- 
director. 


@ Micuet Kevser, “John Paul Jones” (Tech- 
nicolor; John Paul Jones Prods.; shooting 
in Spain) with Robert Stack, Charles Coburn 
and Erin O'Brien. John Farrow, director. 


McCorp, ASC, “The Hanging Tree” 
(Technicolor; Baroda Prods.: shooting in 
Washington) with Gary Cooper and Maria 
Shell. Delmer Daves, director. 


@ Tep 


ASC, “The Nun’s Story” 
(WarnerColor: Fred Zinneman Prod.: shoot 
ing in Rome) with Audrey Hepburn and 
Dame Edith Evans. Fred Zinnemann, direc- 
tor. 


@ FRANK PLANER, 


@ Harotp Stine, ASC, “Maverick”* with 
Jim Garner. Richard Bare, director; “Sugar- 


foot”* with Will Hutchins. Douglas Heyes, 
director. 
@ Harry Srrapiinc, ASC, “Auntie Mame” 


(Technirama; Technicolor) with Rosalind 
Russell and Forrest Tucker. Morton DaCosta, 
director. 


@ Ratpw Woorsty, ASC, “Maverick”* with 
James Garner. Richard Bare, director: 
“Sugarfoot”* with Wil Hutchins. Leslie 


Martinson, director. 


* Jury, 1958 
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EASTMAN 


PROFESSIONAL 
MOTION PICTURE 


FILMS — 


W. J. GERMAN, Inc. 


6677 


SANTA MONICA BOULEVARD 
HOLLYWOOD 38, CALIFORNIA 


HOllywood 4-6131 





> Better Color EO a coun 
> Lower Cost Prints 


> Complete Color Control 


> Protects Original Footage 


Specially designed mixers assure consistency 
of all solutions 


byron 
color-correct 
16mm Color Prints 


on EK positive stock | Completely automatic recirculation and fil- 


tration system refines solutions and main- 
tains constant temperature 


through an 
intermediate 
negative 
from 16mm 


. o 
color originals . 1 @elalticlall quantitat ve chemical analyses of 


Polite lithilelalweel¢-Mmaalele throughout dal day 


ed 


For information and i ri 
price list, write, phone or wire y Laboratory 


FEderal 3-4000 | 1226 Wisconsin Ave., N.W. 
Washington 7, D.C. 








COMPLETE PRODUCER SERVICES...COLOR AND BLACK-AND-WHITE PROCESSING AND PRINTING 





